










Expressivemicrotiming inmusic isahighly interpretativeandcontentiousmatter that
varies not only between musical genres and communities of practice, but also from
performance to performance. While some performers regard temporal subtleties as
entirely intuitive and subjective, inaccessible to academic scrutiny, research in
performancescience,bycontrast,considersmicrotimingamatterforobjective,empirical
study.Adoptingadifferentapproach,thisthesisarguesthatallinterpretativedecisions
arise from knowledge of some sort. Exploring different epistemic forms and their
interaction, the various strains of knowledge that influence temporal expressivity are
examined,andthefundamentalquestionofintuitionaddressed:howdoepistemically
rootedinterpretativedecisionsmasqueradeasintuition?
Focusing on a case study of Fantasia No. 7 for solo flute by Georg Philipp
Telemann, this thesis interrogates the processes that underpin expressive timing





framework that draws on aspects of historical musicology, cognitive psychology,
psychoanalysis,phenomenology,andembodiedcognition.
Specifically, through lensesof attentionalstates and embodiment, I examine
the ways in which knowledge becomes internalised, transforms into intuition, is
accessedduringperformance,andisexternalisedasaninterpretativemusicaldecision.
In particular, drawing on the theory of image schemata (a fundamental concern of


















































































































































































































































































































benefiting from your advice and expertise. My heartfelt thanks for your continued

































not only between musical styles, genres, communities of practice and individual
musicians,butalso fromperformance toperformance. Inanycase,when it comes to
notatedmusic, musicians rarely play exactly what is on the page. This is, of course,
particularlytrueinmanyperformancesofBaroque repertoire:notonlydotemposebb
andflow,but,inaccordancewithperformancepracticeconventionsofthetime,rhythms
and note lengths are also altered, and additional decorative notes added through
ornamentation. Time as represented in notation is frankly not identical to its sonic




My research interest lies, therefore, in theprocesses thatunderpin expressive timing
decisionsintheperformanceofBaroque flutemusic.
Many musicians, perhaps rather conveniently, account for interpretative
temporalsubtletiesbycrediting intuition aphenomenonsosubjectiveandineffable,
they deem it inaccessible to academic scrutiny. This is evidenced by the following,
indicativecomments,fromarangeofperformers,pedagogues,conductorsandtheorists:
it just happens1  the spontaneously recognised, the instinctively felt, delicate
variations2 oftimingariseatwill3 fromthehumanheart,4 thankstothepassionofthe




















Adopting a different approach, I contend that all interpretative decisions




to timing. Examples include matters of metre and hierarchy, tempo and rubato,
articulation and phrasing, rhythmic alteration and ornamentation. As a performer,
however,Iknow thatmanyadditionalfactors,otherthandeclarativeknowledgealone,
influence my expressive timing decisions. Intangible matters of subjective feeling,
embodiedexperienceandattentionalfocuscertainlyalso comeintoplay.Myresearch
therefore examinesthevariousformsandguisesofknowledgethatinfluencetemporal




intuition is addressed: how do epistemicallyrooted interpretative decisions




In order to interrogate these interrelationships between expressive timing, epistemic
interaction,cognitivestatesofattention,andintuition phenomenathatareinherently
subjective, experiential and covert  critical reflection on my own practice is an
8 Hudson,StolenTime,150.
9 DavidEpstein,ShapingTime:Music,TheBrain,andPerformance(NewYork:SchirmerBooks,1995),105.
10 PabloCasals,inJ.M.Corredor,ConversationswithCasals (NewYork:Dutton&Co.,1956), 122123.
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indispensableingredientofmymethodologicalapproach(highlightedbytheinclusionof
recorded examples within my thesis). This is interwoven with an interdisciplinary
theoretical framework that draws on aspects of historical musicology, cognitive
psychology,psychoanalysis,phenomenology,andembodiedcognition.Specifically,this
framework comprises three core pillars, as evidenced by Chapter 2 on Time in
Performance, Chapter 3 on Attentional States in Performance, and Chapter 4 on
Embodied Knowledge in Performance. Whilst the relevance of Time, in situating
explorations of expressive timing, is patent, Attentional States and Embodied
Knowledgewere identified (initially frommyownexperienceas a flautist) as equally
significant subject areas, salient in the creation of interpretation, its realisation in







liesat theheartofmythesis Chapter2 reveals thescarcityofcurrentresearch into
expressive timing in the performance of Baroque music, but also highlights the
importanceofthissubjectarea.Temporalmanipulationwasindeedacentral featureof
the Baroque, as evidenced by performance practice conventions, comments from
performerpedagoguesofthetime,andthesheerdiscrepancybetweennotationandits
realisation in practice. Aswell as discussing issues of tempo rubato, note length and
musicalpunctuation,thischapterexploresthemanifestationofmusicaltimeasmotion.
Focusing, in particular, on musical motion as both goaldirected and cyclic, the
discussiondrawsinMarkJohnsonstheoryofimageschemata afundamentalconcern
of research into embodied cognition that forms the centrepiece of Chapter 4 on
EmbodiedKnowledgeinPerformance.
Opening with a personal reflection, describing the practical impetus for my
explorations of Attentional States, the following chapter begins to address the




cognitive states that a performer may enter. By exploring the ways in which the
knowledgethatunderpinsaspectsoftemporalexpressivityisaccessedreflectivelyorpre
reflectively during performance, as well as the process through which knowledge
becomes engrained in ones subattention, a framework for understanding the
phenomenonofintuitionisproposed.
Chapter4 on EmbodiedKnowledge subsequentlyexamines thenatureof the
epistemic forms that guide temporal interpretations. By exploring the ambiguous
relationshipbetweenexplicitandtacitmodesand, inparticular, theprocessbywhich
declarative knowledge becomes embodied and gains an uncodifiable dimension, we
reachanevendeeperunderstandingofthephenomenonofintuition.Thissignificant
relationshipbetweenintuitionandembodimentisfurtherclarifiedbyexaminingtherole
of the body in interpretative decisionmaking. Drawing, in particular, on theories of





Schroeder, to look sideways, to see things in an unusual fashion,11 so that fresh
connections and interpretations12 that transcend the borders of the disciplines and
forms13 canbemade.Most importantly,however, thesethreecornerstonespavethe
way for Chapter 5. Perhaps the quintessence of my contribution, this case study of



















the interaction of knowledge, and nuances of timing are significant in all styles and
genres.Manyofmydiscussionsare,therefore,widelyrelevanttoperformancestudies.
AsexplainedinChapter2,however,thereisanotablelackofresearchintoexpressive
microtiming inWesternclassicalmusic, andespecially in theperformanceofBaroque
repertoire  a period of music that is, in fact, inextricably entangled with issues of
temporalmanipulationandepistemicpluralism.Togivejustacoupleofsalientexamples,
rhythmic alteration and ornamentation are, of course, fundamental, temporally
expressive features of the genre, known implicitly through performance practice
convention, explicitly through music treatises, and experientially through practice.
Specific focus on this period, therefore, not only begins to address the gap in the
literature, but also affords a detailed case study that exploits the wealth of explicit
information from Baroque music treatises as it interacts with my own embodied
experiencesasaflautist,specialisinginrepertoirefromthistime.Idonotendeavourto
provide a comprehensive, historical archive of evidence that reveals how exactly
performersoftheBaroque playedwithtime;nordoIwishtosuppressthewonderfully
subjectivequintessenceofexpression,bypromotingoneapproachtoexpressivetiming
over another and proposing interpretative ideals. Instead, I aim to develop a greater





Indeed, throughoutmyexplorations,a reciprocaldynamismoccurredbetween theory
andpractice:thetwodomainsnotonlycoexisted,butconstantly interacted,informing
and clarifying one another. (A detailed critique of this entanglement of theory and
practice is presented in Section 1.3). This methodological process is, of course, a




critically scrutinised by exploitingmultiple forms of knowledge, the tacit and explicit
synergisetorevealnew,deeperunderstandings. Epistemicinteractioniselucidatedbyits
very own process.Whilst the linear structure of the thesis cannot always reflect this
interactive approach, it affords clarity: in order to make sense of the crossmodal,
interdisciplinarydiscussionswithinmycasestudy,itisessential,firstly,toarticulatethe
multiple,andindeedcomplex,theoreticalavenuesonwhichitdraws.Inanycase,despite
this manifestation of structural segregation, theoretical and practical perspectives
inevitablycoloureverychapter,andsalientthemesandconceptsare,indeed,referred
to, crossreferenced, and interconnected throughout my thesis, highlighting the
inherentlyinterlinkedessenceofmywork.



























practice and critical personal reflection  a multimodal, nonlinear research style








hasgainedpopularity and credibilityover the last fewdecades. Indeed, aplethoraof
termshaverecentlyemerged, inordertodefineresearchthatincludespracticeasan
integralpartofitsmethod.28 Aswellaspracticebasedresearch(wherebyacreative
artefact is the basis of the contribution to knowledge)29 and practiceled research
(which leads primarily to new understandings about practice),30 a number of other
expressions, such as Practice as Research,31 Action Research,32 research through
practitioneraction,33 andArtisticResearch34 havesurfaced.Despitesubtledistinctions,
many variations and overlaps persist:35 delineations are nebulous and imbrications
inescapable. As Franziska Schroeder, author of Bringing Practice Closer to Research,
states, there is simply an abundanceof inconsistent terminologies that surround the





















complications,37 Schroeder encourages us to refer more resolutely to Practice
Research38  alucidandallembracingterm,whichIindeedfavour anduseinmyown




theory, mymethodology does not precisely fit themould of Practice Research, my
approachcertainlyresonateswithitsunderlyingideologies.Notonlyismyworkinspired





a number of significant benefits, it simultaneously poses challenges and limitations,
whichgeneratepopulardebate.Selfcentredmethodologiesarefrequentlycriticisedfor
their lack of objectivity: reflective activities may be seen as too subjective and not
sufficiently rooted in evidence.43 Indeed, in stark contrast to the rise of Practice
Research,attheheartofwhichliessubjectivityandselfreflection,recentyearshavealso
witnessed a parallel flourishing of performance research that revolves around the
scientific and objective study of empirical data. TheEmpiricalMusicology Review, for
example,wasfoundedin2004andin2006beganpublishingresearch withanemphasis
on systematic methods, such as hypothesistesting, modeling, and controlled
observation.44
It is important to recognise that this thesis does not endeavour to reach













research through practitioner action must be recognised as very probably non
objective.45 In fact,hebelieves that there isnosuchthingasobjectiveHumanities
research,46 andthereforethatsuchpursuitsneednotrestonempiricaldata.47 Whilst
RobinNelson,authorofPracticeasResearchintheArt,48 similarlyinsiststhattheorganic
nature of creative processes is not characteristically databased,49 Hannula, Suoranta
andVadén interestinglyadoptaslightlydifferentposition,andchallengesocietyslimited,
traditional conception of data. Fundamentally claiming that everything counts as
empiricaldata ...aslongasitgeneratesthinking,andhighlighting,forexample,thevalue









renowned Truth and Method.53 Of course, with specific regard to musical practice,
empiricalresultswillundoubtedlychangefromoneperformancetothenext,asaresult
of the inherent spontaneity of musical performance, the flexibility of interpretative
possibilities,andtheimmensespectrumofexpressivetiming,allofwhicharecontingent
onsituationalandrelationalknowledgeinthemoment.PracticeledresearcherKathryn
Whitney, who emphasises just how difficult performance is to grasp objectively or












54 KathrynWhitney,FollowingPerformanceacrosstheResearchFrontier,in DoantanDack, Artistic
PracticeasResearchinMusic, 107.
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woeful position from which to explore the magic inside performance,55 which is
inherentlyincompatiblewiththenormalimperativesofobjectivityandrepeatability
that surround research.56 Music is at once changeable, experiential and
multidimensional,andthereductionistnatureofempiricalobjectivismfailstoreflectthis
quintessence.
This controversial friction, epitomised by the divergence between scientific
empiricism, on the one hand, and experiential Practice Research on the other, can
perhapsbesettledbyacknowledgingtwodifferentviewsoftruth:truthseenasuniversal
(objective and rooted in evidence),57 and truth seen as relative to place, time and
context (subjective ... ).58 This distinction of course loosely alludes to theories of
absolutismand relativism;59 to Leibniz differentiationbetween truthsof reason and
truthsoffact;60 toHumesdivisionofrelationsofideasfrommattersoffact;61 andto
Kantsseparationofaprioriandaposteriori knowledge.62 Whilstthesedefinitionsare,




on personal experience, as equally important to propositional knowledge that63  a
distinction explored in Chapter 4. Moreover, it is interesting to note that socalled























desires,66 and that all knowledge actually requires active, sophisticated subjective
processes  such as perception, analytical reasoning, synthetic reasoning, logical
deduction,67 theideathatknowledgeisbuiltonanunshakeablefoundationhasbeen
abandoned.68 Whilstitisofcourseessentialthatonedoesnotsynonymiseobjectivity
with unshakeable69 certainty or absolute truth,70 naively dismissing the spectral,
ambiguous and debated nature of terminology, it is equally important that the
omnipresentpermeationofsubjectivityisrecognisedandevenmoresothatitsvalueand
affordancesarenotoverlooked.
Musical performance is most certainly an unfixed, fluid, subjective and
experiential activity, conditioned by temporal and local context.71 It is situation
specific,72 its live experience acutely bound up with the dimension of time and its
irreversibility.73 My research, therefore, does not seek to disconnect this




dealing with something irrepeatable and possibly unique. The
phenomenaofculture,suchasartisticpracticesorworksofart,
cannotbepurifiedofalloftheirspecificproperties:potentially,
all the specific shadesofmeaning are important. Furthermore,
























of experience, consciousness, image schemata and emotion, and in the largely
unarticulated issues of intuition and knowledge interaction  all fundamental
constituentsoftheinterpretativeprocessanduniquetoeachindividual itisprecisely
the heart of subjectivity itself that I wish to explore. Whilst objective, scientific
investigationcouldcertainlyrevealinterestinginformationconcerningthesubpersonal,




inside someones head.76 A selfreflective methodology, focusing, as Rennie and
Schneider suggest,77 on my own inner experience78 appears, therefore, wholly
appropriate. Afterall,onemustrecognisethatreflectionisoneofthemostfundamental
toolsusedintheveryrealmsofpracticeandperformance.79 Suchanapproachisfirmly



















LeGuin. Themethodology sheuses to investigate the felt, kinaesthetic experienceof
performance (in Boccherinis Body: An Essay in Carnal Musicology) shares potent
similaritieswithmine.Whilstassertingjusthowdifficultitistouniteperformanceand







dual situatedness, thepracticeresearcher is bothparticipant in theirartisticactivity




directing the results. After all, it cannotbedenied that an awarenessofmy research
questionsornewlyacquiredknowledgeislikelytopenetrateandcolourmypractice.One
















research, experience does not naturally segregate itself into these distinct
compartments.87 Asbothaflautistandacademic,myresearchissimplyanintrinsicpart
ofmydevelopmentasaperformer, intheverysamewaythatmyperforminginforms







elaborate, experientiality ... guides the theoretical formation of knowledge, and vice




promote the absolute indispensability of this contamination and porous freeflowing
between practice and research, a spasm, agitation, oscillation and general boundary
crossing; this deterritorialisation.91 Schroederagreesthatitispreciselyinthisdynamic
interplaybetweenpracticeandtheorisationthatwemustbeimmersed.92 Thisreciprocal
infiltration is, therefore, not only a normal characteristic of my practice, but also a
particularlyvaluableasset.
In spite of my fervent confidence in this synergistic dynamism, some may
conversely insist on a methodology that examines other performers and their






















keeps thesubject ...atadistance,96 and Iargue that theveryobjectivityaffordedby
studyingothers  theparticular feature that supposedlyelevates thismethodologyas
superior cansometimesbeaweakness.Withaprojectsuchasmine,notonlywould
observationofotherperformersfailtoaddresscovertissuesofphenomenality,buteven
if my studies were based on other performers personal accounts of subjective
experience, it is likelythattheirrecollectionswouldnotbedirectedspecificallytothe
phenomena I wish to investigate. Whilst I could of course prompt their reflections
throughdirectedquestions,thisinvolvementcouldbecriticisedasinvasiveandleading,
unfairly influencing their performance behaviours and responses. Furthermore, it is
unlikely that I would find other performers with the same, particular theoretical

















fully understood without the perspective of the musician, without considering ...
subjectiveexperiencing inaction.99 Sheinsists,therefore,thatinsuchinstancesthere
can be no divorcing of subject and object. The veneer of objectivity has to be
discarded.100 The lackofseparationbetweenresearcherandparticipant is, therefore,
notmerelyacceptablebutfavourable.Inparticular,havinganincreasedknowledgeand















Music unfolds in time. Timeunfolds inmusic.102 Encapsulating the rudiments of the
interrelationship between music and time, these ostensibly simple words opening
JonathanKramersmomentouswork,TheTimeofMusic, introduceasubjectatonceso
manifestly fundamental to music and yet so incomprehensibly complicated. David






of terms endeavour to categorise time (into chronometric clock time, or internal
subjectivetime,forexample),107 suchdelineationsareambiguous,theirmeaningsand
value debated. As Kramer surrenders, Time must ultimately be taken as
undefinable.108
Inanycase,musicis inherentlyandinescapablytemporal.Itisexperiencedinand
through time; its constitutional ingredients  such as rhythm, pulse,metre, beat, bar
(measure)andphrase bothdivideandshapetime.Musiccannotexistwithoutit.Inthe
wordsofLeopoldMozart,timeisthesoulofmusic.109 Kramer,elaboratesthatitisthe
















research to date in this field, the chapter explores the significance of timing in






today, it remains essential for this chapter to evidence the existence of expressive
microtimingduringtheBaroque.Whilenotinitselftheprincipalobjectiveofmythesis,
this historical exploration provides a necessary foundation for my work. The salient
elementsofexpressivemicrotimingintheBaroque are,therefore,outlined,primarilyin
terms of the temporalmanipulation of note length and the temporal implications of
phrases.
The focus of this chapter then turns to the manifestation of musical time as
motion a central theme in David Epsteins book, Shaping Time, and a fundamental
concernofmyresearch.Icontendthataperformersveryexperienceofmusicaltimeas
motion is inextricably linked tohisorherexpressive timingdecisions:musicalmotion
both gives rise to, and is partially created by, temporal expressivity. Focusing, in
particular,onmusicalmotionasbothgoaldirectedandcyclic,aswellasonitsembodied
foundations, the discussion draws in Mark Johnsons theory of image schemata  a
centralconcerninthefieldofembodiedcognition,andacynosureofmyownresearch








rhythm,metre andmusical syntax, had long been recognised as core pillars ofmusic
theory, and had been written about extensively;112 yet, these contributions served
primarilyastheoretical frameworksforunderstandingmusics inherentstructuresand





of scientific research into issues such as rhythm perception and microtiming. As
evidencedbyhisarticleThePerceptionofExpressiveTiminginMusic,114 EricClarke,for
example, has conducted a number of empirical studies that investigate the ability of
listenerstodetectsmallscaletimingmodificationsinmusicalsequences.Daviesetal.,as









































Indeed, very little research deals with time and performance.Moreover, that
whichdoesoftenmakessweepinggeneralisations.Forexample,intracingtheevolution
ofrubato throughouthistory,Hudsonfocusesonidentifyinggeneraltrendsratherthan
exploring the subtle nuances and phenomenological complexities of interpretative
temporal expressivity. At the opposite end of the spectrum, empirical studies isolate
individualaspectsofperformers timingfromthewider,ecologicalmusicalcontext, in
orderforittobeexaminedobjectivelyandmeasuredrigorously.Thissomewhatclinical
dimension is, to someextent, reinforcedby thecomputational systemsoftenused to
collect,createandanalysemusicaldata.Forexample,inastudycarriedoutbyGingraset
al. into the relationshipbetweenmelodicexpectation, expressiveperformance timing
and perceived musical tension, the entropy and expectedness of the melody was
determinedby thecomputationalmodel IDyOM(InformationDynamicsofMusic)and
theperformersexpressivetimingwasreducedtonoteonsets,offsetsandinteronset
intervals thatwere calculated via technology119  awidelyusedmethod in studies of
musicaltiming,particularlypopularininvestigationsofsynchronisation.Whilstthisstudy
undeniably draws valuable connections between pertinent elements of musical
structure, performance and perception, and whilst the affordances of technological
advancementsmustcertainlynotbedismissed,suchscientificapproachesalone arenot
sufficientforunderstandingexpressivetiming.Indeed,thestudyofperformanceandits











is nebulous, flexible, subjective and experiential: the research must acknowledge,
accommodateandultimatelyreflectthesecharacteristics.
2.2. TimeandPerformance
Whilst recentworks, suchasMusic inTime:Phenomenology,Perception,Performance
(published in2016)120 andTimeandPerformerTraining (publishedearlierthisyear)121








hasalsobeenproventhat performerscannotplay inperfectmetronomictime.122 As
Kramer states, nomusical performance rigidly adheres tometronomic invariance of
tempo,123 and performers do not render even the simplest of rhythms exactly as
notated.124 Thisissuehasbeen investigatedbyresearcherssuchasSeashore,Bengtsson
andGabrielsson,whohaveshownthat it ishumanly impossibletoperformtheexact
rhythmicratiosevenasimplescoremaydemand.125 Theserhythmicirregularitiesthat
musicians naturally  indeed, unavoidably  introduce126 undoubtedly add to the
complexityofstudyingtiminginperformance.
Nonetheless,itistheseveryirregularitiesthatalsodistinguishoneperformance











performance. As Epstein believes, time is the critical element in performance.127 He
continuestoexplain:
inmanycases[itis]thefactorthatseparatesthemerelycapable
from the distinguished. More often than not ... performance
shortcomings seem connected to the domain of time. Tempos
may not be quite right; themusic does not flow as it should;
accents seem excessive, distorting if not impeding that flow;
rhythmsappearmisconstrued;rubatidonotwork.128
Timingis,therefore,notonlyanomnipresentandinextricableingredientofperformance,
but amost crucial factor in its expressive, affective and communicative potential. As






as the means of marking the temporal world.130 The way in which durational and
articulatoryissuesofrhythm,notelength,stressandsilence(forexample)arecombined
andpresentedinperformance,givesrisetorathermoreimplicit,correlatingmattersof
hierarchy and demarcation (including accent,metre, beat, hyperbeat, bar (measure),
hypermeasure,phrase,periodicityandpunctuation),aswellastoaspectsofpacing(such
















of the twentieth and twentyfirst centuries which challenged established musical
representations of time, Baroque repertoire is significantly underrepresented in the
literature.Whilstthereare,ofcourse,anumberofimportantexplorationsoftempoin
Baroque music suchasIdoAbravayassignificantcontribution,OnBachsRhythmand
Tempo,132 Bernard Sherman and Klaus Miehlings discussions of Bachs Notation of




Admittedly, Abravaya does attempt to clarify what musicians of former
generations thought about tempo135 rather than assigning right tempi136 and he,
interestingly, explores different philosophies of tempo from the eighteenth century,
proving that contrasting opinions have existed not only in different eras, but
simultaneously,withineachperiodandstyle.137 Hecompares,forexample,attheone
extreme,themechanical,numericalschooloftheChronométristes,whospecifiedexact




















the semantic correlation with Bewegung. Kirnberger clarifies that tempo giusto is





even if the composer endeavours to explain more clearly the
speedrequiredbyusingyetmoreadjectivesandotherwords,it
stillremainsimpossibleforhimtodescribeinanexactmannerthe



















It is important to note, at this stage, that, despite the evidence of differing
attitudestowardstempointheeighteenthcentury,151 thedistinctionsarenotclearcut,
andindividualcomposersofthetimeoftenalludedtomultiplephilosophies.Quantz,for











The implications of time signatures, epithets, rhythms and note values on the
determinationoftempoinBaroque repertoireisasubjectthatpervadesbotheighteenth
centurysourcesandcurrentdiscourse.Whilstthesetemporalconcernsare,ofcourse,of
utmost importance in allowing performers to make informed decisions, as Abravaya
acknowledges,performancepracticewasbydefinitionneverunifiedortightlyknit,nor
freeofcontradictions,ambiguitiesanddiscrepancies,abounding in local,nationaland
individual differences of taste and opinion.156 As reflected, to some extent, by the
contrasting yetcoexistentschoolsofthought intheeighteenthcentury, tempofinally
dependsontheperformerswillandtaste.157 ThissubjectivityofBaroque tempoalso
manifests itself in the work of current researchers and performers, who quote and


































 inextricablyentangledwith issuesofmetre, rhythm,epithetandaffect,and fraught












tothestudyofmomentbymomentinflectionsinBaroque music,165 in herbookTheArt
ofMusicalPhrasing in theEighteenthCentury,whichexploresnotatedandunnotated
musical punctuation in eighteenthcentury repertoire.166 However, her contribution is










Baroque music allowsforamuchwider variabilityintermsofexpressivetiming.169 In
spite of this, however, the spectrum of expressive timing that is examined is, as
previously mentioned, strictly limited and considered only in relation to melodic
expectation and listeners perceivedmusical tension. Schubert and Fabian similarly

























microtiming in performance ismarkedly dominated by genres such as jazz, funk and
samba,which appearmore immediately relevant, thanks to their distinctive rhythmic
elements (such as swing, backbeat, polyrhythms and irrational rhythms) and their
intimaterelationshipwithmovement ordance.InhisarticleEmbodiedMind,Situated
Cognition, and Expressive Microtiming in AfricanAmerican Music, Vijay Iyer indeed
engagesinadetaileddiscussionofthedifferentfacetsofexpressivetimingthatfeature
prominently in the performance of AfricanAmerican music, such as asynchrony,





















































the tactus, described already in 1596, falls into this category of [earlier] tempo













its somewhatmisleading nature. Indeed,despite thewellknowndifferencesbetween
the twomain categories of rubato, their distinction is, in fact, far less clearcut and
chronological than theopposingandsequentially suggestive terms earlierand later




century, keyingredientsofthesocalledlater rubato doinfactpenetrateearlymusic.
AsRosenblumherselfnotes,theacceleratingorslowingdownofallthepartstogether
is,infact,acenturiesoldpracticethathassimplyvariedindegreeofuseindifferent
musical styles.180 Hudson agrees that its existence can be traced probably from the
beginningsofmusic.181 Asanexample,Rosenblumoffers theuseof the lettersc for
celeriter (quickly),tfortrahere(todragout)ortenere(tohold),andxforexpectare(to





note the temporal implications both of different letters (as explained above) and of
different neume shapes, but he also draws our attention to writing from the tenth




to temporal flexibility typical of later rubato continue. To offer a mere handful of















statesthatintemporubato ...thelefthandshouldgoonplayinginstricttime187  in
clearsupportoftheearliercontrametrictype aletterfromhisfathercommentingon
cellistJosephReichaandpianistIgnazvonBeeckedraggingthetime[and]holdingback
thewholeorchestra188 confirmsthataspectsoflater rubato werealsoareality.Thisis
reinforced bymultiple descriptions of quickening or slowing of the tempo in Daniel
GottlobTürkstreatiseof1789,189 aswellasbytheinclusionoftempomodifyingterms
(suchasritardando)inthemusicofHaydnandhisClassicalcontemporaries.190 General
tempo fluctuations typically associated with later rubato seem, therefore, to be a
perennialfeatureofperformance,certainlyexploitedintheBaroque periodalongsidethe
contrametric style of earlier rubato. Indeed, as Hudson summarises, techniques
involvedinbothtypesofrubato actuallyexisted.191
Thesemere snapshots into the complex world of tempo rubato confirm the
ambiguity of its terminology, the plurality of its definitions, the subjectivity of its
application, the subtlety and nonlinear complexity of its evolution, and indeed the
coexistence of its multiple forms. Most importantly, however, they prove that the
fundamentalprincipleofexpressivetiming theconstant,underlyingessenceofrubato
 existedintheBaroque,bothintheoryandinpractice.Despitethiscompellingevidence,
however, it ismost essential not todismiss contradictoryprimary source information
that, in fact, suggestsa lackof temporal flexibility inBaroque performance. Indeed,a




















Tosis distaste for it.Quantz uses the very term rubato withinhis essay,194 refers to
players retard[ing] several notes195 and rest[ing] at a caesura,196 and comments
negativelyonperformerswhoare afraid toundertakeanythingwithboldness and
freedom.197 Heneverthelessexplains that if apiece is tobeeffective, itmust be
playedinthesametempofrombeginningtoend,notfasteratoneplace,slowerat




Atthispoint it isenlighteningtorecall theprimaryobjectiveofBaroque music
treatises.Indeed,inthePrefaceofhisessay,QuantzstatesIhavetriedtoteachclearly
andfromthefirstrudimentseverythingrequiredforthepracticeofthisinstrument.201
Amongst frequent references to beginners, he continues, I do not pretend  to
prescribe rules for thosemusicianswho have acquired general approbation either in
compositionorinperformance.202 Asteachingmaterial,Quantzstreatiseservestoset
























nuances. In a similar vein, Quantz acknowledges that hurrying of passageworkmay
occur,particularlyinascendingnotes,ifthefingersareraisedtooquickly,206 andthata









The connotations of arbitrariness implied by Quantzs use of the word
haphazardlyconfirmthatmanyofthesedistastefuloccurrencesoftempofluctuation















Skoda forms a similar interpretation of Wolfgang Amadeus Mozarts analogous






It seems highly plausible, therefore, that the insistence, in Baroque music
treatises, on playing in strict time simply serve as rudimental instructions, aimed at









good Adornmentsake, in certain Places) to Break Time;
















forms of the time, such as toccatas, capriccios, fantasias and unmeasured preludes,
epitomisetempofreedom.Originallyspontaneouscreations,thesemusicalmovements,







play them freely without attaching too much precision to the
movement.219























... at the close of a piece.220 Asserting the impromptu invention of cadenzas is my

















[i]n addition to free fantasies, cadenzas, fermatasand the like,
thosepassagesmarkedrecitativomustbeplayedmoreaccording
tofeelingratherthanmeter.Somepassagesofthissortarefound
... in sonatas, concertos, and the like ....  Suchpassageswould
have poor effect if they were played strictly according to the
specifiedvaluesofthenotes(measured).225



















 ablank canvas affording interpretativepossibility, colouredbothby theunnotated







to the time signature, confirming the temporal ambiguity and importance of
interpretative timing inBaroque music: anexampleof this is presented inChapter 5,
Section5.3.2.3.

























metrichierarchy,no twobeats inapiecehaveexactly the sameaccentualquality.234
Notions ofmetre and beat hierarchy are indeed complex and fascinating issues that
pervadetheliteratureonmusicaltime,andwhilsttheirtemporalimplications,ofcourse,
infiltratemanyperiodsofWesternclassicalmusic,theirsalienceineighteenthcentury







Imustmake a necessary observation concerning the length of
time each notemust be held. Youmust know how tomake a
distinction in execution between theprincipal notes, ordinarily
calledaccented orintheItalianmanner,goodnotes,andthose
that pass, which some foreigners call bad notes. Where it is
possible, the principal notes alwaysmust be emphasizedmore
thanthepassing.237
JohannPhilippKirnberger,whoclearlyexplainstheaccentualpropertiesofmetre
in his treatise of 1771, not only effectively summarises that [m]eterdetermines the

















































a differentmanner by the liveliness ormoderation of themovements of the tongue,
chest,and lips.245 With specific regard toharmonyand itswelldocumentedaffective
properties,notelength(aswellasdynamic)cansuccessfullysatisfyBaroque instruction
that [d]issonances ... always require special emphasis and must ... be struck more
forcefullythantheconsonances.246
In terms of more heavily theorised issues of rhythmic alteration, one cannot
dismiss the wellknown French practice of notes inégales, in which notes of equally
writtenduration(suchasasuccessionofquavers)areplayedunevenly,inanexpressive
manner somewhat reflective of the language itself, in order to give the notes more
grace.247 Furthermore,thenotionofthethevariabledot248 affordstemporalflexibility
fordottedrhythms,offeringawiderangeofratiostoaccommodateavarietyofmusical






tometric,melodic, harmonic,national, characterful, andornamental influences  is a
fundamental means of expressive timing in the performance of Baroque repertoire,
exploitedtocreatemeaningfulandaffective expression.
2.3.2.4.Phrases:PunctuationandMotion














time. To give an example, Johann Philipp Kirnberger, who draws many connections
betweenmusicand language throughouthis treatiseof1771, states that a complete
musicalstatement isequivalenttoafullsentenceinspeech,afterwhichaperiod is
placed.250 Heelaborates:[e]achperiodgenerallyconsistsofalargerorsmallernumber







composition  forexamplethroughtheuseofdifferenttypesofcadence torepresent
variouspunctuationmarkswithdistinct levelsof restor repose254  theperformers
involvementinpunctuatingmusicalspeechcannotbedismissed.Afterall,punctuation
























(vocal andmusical) becomes comprehensible, expressive, and convincing. Kirnberger





points.259 The structuring and shaping of a musical speech through punctuation  a
matteroftiming isthereforeafundamentalingredientofexpressiveperformance.260
It is interesting to note, at this stage, that the very notion of rest points (as
advocatedbyKirnberger)ormusicalfullstops(assuggestedbyCouperin)has,infact,
































Furthermore, Todd makes connections between boundary markers (or
punctuationmarks)andthenotionofphrasefinallengthening thetendencytoslow
down at aboundary  aphenomenonnotonlyidentifiedinspeech,butalsoinbirdsong,
insect chirps, and music.262 This very observation firmly resonates with Hudsons
discussionsof phrasal ritardandi inmusic from the tenth centuryonwards, andmore
pertinently, with his specific recognition of the socalled cadential retards of the
Baroque.263 ItalsocorrespondswithresultsfromChristopherM.Johnsonsmorerecent,
empiricalinvestigation,ThePerformanceofBach:StudyofRhythmicTimingbySkilled
Musicians, which confirmed that conclusions of a musical idea were marked by a
noticeabledeceleration.264






nuancesofthesmallergesturesthatmakeupBaroque music265  thepotencyofphrasal















externalisation of such climaxdirected, phrasal shapeswhen he explains that certain
passages can be effectively performed by gradually and gently accelerating and
immediatelythereafterretarding.266 Indeed,whilstitisvitalnottooverlookthegestural
subtleties of Baroque repertoire, it is also important to respond to the broader
trajectories of longer musical sentences. After all, thanks to the nesting of musical
shapesofdifferentlengths,onewithinanother(anotionexplainedinChapter4,Section
4.5.3),numerous climaxesand temporal trajectoriesexist simultaneously,onmultiple
levels.Bothgesturesandphrasescan,and indeedshould, therefore,beshaped.Even
Haynes himself acknowledges that, by thinking in phrases as well as gestures ...
fragmentationisavoided,andgesturesgivetheimpressionofleadingsomewhere.267
Inanycase,phrases,acentralfeatureofBaroque repertoire,actasameansof
structuring, dividing and shaping time, influencing both temporal punctuation and
musicalmotion.Havingconsideredthesignificanceof thecorrelationsbetweenmusic
andlanguage,thepermeationofrhetoricalprinciplesineighteenthcenturymusic,our
embodiedknowledgeof effective communication, and thepotencyofmusical shapes
(melodic contours, harmonic progressions, dissonanceconsonance relationships, and
cadences), I contend that salient aspects of expressive timing in the performance of
Baroque repertoire include the temporal punctuation of rest points, motional drive
towards phrasal climaxes, and relaxation into boundary markers (phrasefinal
lengthening).Suchtemporaldelineationsandmotionaltrajectoriesare,afterall,notonly
observedinperformance(asevidencedinthecasestudy,Chapter5),buttheyarealso




complex phenomenon of utmost significance. It encompasses a plethora of issues
concerning note length (including practices of notes inégales, the variable dot and
ornamentation), punctuation (including rest points and boundary markers), and
motion (including phrasefinal lengthening)  issues that that are inextricably





issues are united by their common functions: as discussed in Chapters 4 and 5, each
temporal nuance helps to create musical shapes and trajectories, to convey musical
charactersandemotions,andtocommunicateinaconvincingandexpressivemanner.In
short, expressive timing in Baroque music cannot be separated from the doctrine of
affectionsandprinciplesofrhetoricwhichpervadedmusicalthoughtoftheperiod.268
Finally,itmustbenotedthatallexplorationsoftiminginBaroque musicshould
acknowledge the persistent references, in eighteenthcentury treatises, to the
performerstaste,ratherthantostrictmathematicalprecision,whichconfirmthatthe
very niceties of temporal interpretations are left largely to the discretion of the
performer.OnmultipleoccasionsthroughoutSchoolofClavierPlaying,Türk explainsthat
tempo rubato ... should be left to the sensitivity and insight of the player,269 and
summarises that suchnuances mustbe felt by theplayerhimself, forwho is able to
demonstrate every possible case?270 The complexity of time in Baroque repertoire
thereforenecessarilyextends to incorporate thephenomenological subjectivityof the
performer. Nevertheless, there remains a notable dearth of research into expressive


















given that it exists in time ... and is therefore initiallyheardas a temporallyordered















[t]o speakof time is virtually to speakofmotion, formotion is
timesintrinsiccorrelate.Welive,andconsequentlymove,within
time and through time .... time is only experienced, and thus
understood, throughmotion.Motion is thus the quintessential
propertyoftime.279
The remainder of this chapter examines the relationship between time and
motioninmoredetail,inordertomapouttherelationshipsthatunderpintheembodied
experienceandarticulationoftimeintheperformanceofBaroque music.Inparticular,















[l]iving organisms move. They move within the world; they
containmotionwithinthemselves,inthecirculationofblood,air,
nerveimpulses.Flora,thoughtheyarerootedtooneplace,also
move, bending to the wind, absorbing nutrients by osmosis,
housingtheinternalchemicalactionsofphotosynthesis.Motion
pervadesthemicroworldthroughBrownianandothermodesof







With regard to music, [m]ost musicians would grant that we sense, indeed
experience,movementinmusic,beitthesenseofforwardmovementorlackofit.284
Epsteinconfirmsthat this is immediately felt, feltmoreover inbodily, indeedvisceral




helps to explain why and how musical motion is felt, by drawing on aspects of
neuropsychology. Fundamentally, the theoryof image schemata (explored indetail in
Chapter4,Sections4.4and4.5)explainsthat,asourmindandbodyinteract,similarities
















absence of true physical motion in space.288 He talks, for example, of tension and
releasesoftension[that]drivethemusicforward289 and,inparticular,oftheforward
movingcharacterofunresolvedtensions.290 Tensionandreleaseare,ofcourse,terms
that flood music literature and are particularly prominent in discourse on Baroque
repertoire.Thecorrelationsbetweendissonanceandtension,andbetweenresolution




connections between our multifarious experiences of stability and instability, uniting
themasoneoverarchingimageschema.Relatingthebalanceschemaexplicitlytomusical
motion,Epsteinasserts:[p]assagefromastablebase,orfrom instabilitytowardabase
of stability/repose, is the essence of musical motion.291 This is elaborated upon by
CandaceBrower,whoseworkspecialisesinthesynthesisofmusictheoryandcognitive
neuroscience. She explains that, as we approach amusical goal, we tend tomove
toward itwith increasedspeed,tension,andanticipation.Uponreachingthegoal,we
tend immediately to seek its opposite  stability, relaxation, and the slowing and/or





























He further clarifies that [s]ince the tonic is endowed with ultimate stability, tonal
relationshipsconspiretoward[it].Thustonalmotionisalwaysgoaldirected.297 This
trajectory(ofmovementfromstabilitytoanunstableclimaxandbacktostability)is,of























lives. Moreover, Kramer draws explicit parallels between these many goaldirected
processesinWesternlifeandthenotionoflinearity,whichhedefinesasthetemporal
continuumcreatedbyasuccessionofeventsinwhichearliereventsimplylateronesand
later ones are consequences of earlier ones.301 Once again, he acknowledges our





music does, therefore, unfold linearly. Each event of a
composition clearly succeeds another event, and ... there is a
sensethatearliereventsleadto,orimply,laterevents.304
Henotes,inparticular,tonalfunctionalityandstepwisepitchconnectionasimportant
linear processes that propel musical motion forward.305 Whilst Kramer does also
necessarilydiscussnonlinearity(nonprocessiveandunchangingqualities)306 inmusic
andarguesthat [t]hehistoryofWesternmusic inthepastthreecenturieshasseena
gradual increase in the importanceofnonlinearity,307 he reiterates thedominanceof













tonal melodic shapes and harmonic progressions that move the music from stable




Atthisstage, it is importanttonotethedifferencebetweengoaldirectedand
nondirectedlinearmotion.309 AsKramerexplains, ifmusicis linear(orprocessive)but
nondirected,wecannotfeelwherethemusicisultimatelyheading.310 Incontrast,there
is anunmistakable senseof ...motion towarddefinable goals in goaldirected linear
music.311 As the goals are predictable ... we therefore can feel were the music is
heading.312 Thenotionofexpectation animportantelementofgoaldirectedlinearity
and of musical time more generally  is evidently implicated. Indeed, as Kramer
elucidates, [e]ventscananddo imply laterevents;probabilitiesdoexist forwhatwill
followagivensequenceofevents.Itmaynotbepossibletocalculatethesepossibilities
objectivelybutwedofeeltheirforce.313 Hecontinues:
[a]s we listen to a tonal composition, for example, each pitch
event(individualnote,chord,ormotive)colors,toasmallorgreat
extent,ourexpectationsofwhatwillfollow.Wehearsubsequent
events in the context of these expectations,which are fully or
partiallysatisfied,delayed,orthwarted.314














clearly move the music towards goals which we can certainly sense, anticipate, and
indeed feel. To summarise, thanks to a dynamic epistemic interplay of embodied
experience, expectation, and musical features (such as consonance and dissonance,











andpathwayschemata isalsomanifest inbothmusicandembodiedexperience: its
purpose,accordingtoBrower,istoorganizeourexperienceoftime.317 Recognisingthe
homogeneity of cyclicity and periodicity, Epstein defines the latter as the cyclic
recurrenceofaneventatregularintervals.318 Itshouldbeclarifiedthat,thankstotheir
sharedquintessentialproperties namelyrecurrenceandregularity thetermscyclicity



















structural framework. Epstein draws our attention to the periodic repetition of a
pulse,320 and Kramer highlights the cyclic quality of meter and bars (termed
measures).321
Morepertinently,however,Epstein recognises theembodiedomnipresenceof
cyclicitypervadingbodilyandearthly realms asubject also considered inChapter4,
Section4.5.3.Inacknowledgingthatperiodicityitselfisaprimefeatureoflife,Epstein
not only recognises its centrality in the temporal functioning of the physical world,
offeringwavesinthesea,theorderedchangingoftheseasons,therhythmsofdayand
nightasexamples,buthealsodrawsourattentiontothebiologicalclocksfunctioning























asamajorbasisbywhichwe ... control timeandtiming inmusic.326 Hecontinues to
clarifythat[t]heperiodicmannerinwhichourbiologicaltimingmechanismsfunctionis
seenasthequintessentialfactorthatcontrolsoursenseofpulse.Andpulseistheprime
aspect of tempo.327 Indeed, few of us doubt that the pulse that underlies our




This very embodied quality of pulse, periodicity and cyclicity is particularly
pertinent when performers have to make ostensibly subjective decisions regarding
temporalrelationships, forexampleatsectionaltransitionswherethe juxtapositionof






is begun it tends to be continued,330 it could indeed be argued that our embodied
knowledgeofpersistentoscillations gainedthroughexperiencingamultiplicityofbodily
andworldlymanifestationsof thecycleschema generatesadeeprooted inclination
towardscontinuingpatterns.Withspecificregardtometricmodulation,therefore,itis
certainlyplausible thatwearepredisposedto [t]emporelationships [that]are largely
proportional,baseduponasteady,continuous,andthuscommonpulse.331 Whilstthis
suppositionofcourserequiresverificationfromrigorous,scientificinvestigationthatlies
beyond the scope of this thesis, its premise certainly offers a possible embodied
explanation for the theory of continuous pulse (or proportional tempo), which
suggests that in works of multiple movements, or in singlemovement works with















musicalphrases), Icontendthat the inherentlydelineatingnatureofcycles thevery
featurethatenablesamusicalspeechtobestructuredintosegmentsandexperiencedas
a flow of phrases  inspires the performers punctuation of musical clauses and
sentences. Indeed, as guidedby the inherentboundarymarkersof thephrasal cycles
themselves, the performer uses time and timing for syntactic effect, as discussed in
Sections 2.3.2.3 and2.3.2.4.Thisbecomesparticularlyinterestingwhenthehypermetric
cyclesdepartfromtheirnormative...lengthstocompressorexpand.334 Notonlydoes
Kramermake reference to the irregularities or [a]lterations ofmetrically delineated
timespans, through such common mechanisms as extensions, contractions, or








fervently advocatedby Epstein,whobelieves in thepredilectionof humanbeings to
preferperiodicandintegralrelationships:337 proportionaltempomaybeuniversal,its











Musical Mind in Context, John A. Sloboda, too, proposes that there may be some
underlyingfeatureswhichtypifymostmusicthatarerelatedtosomeuniversalcognitive
basis for music which transcended individual cultures.339 Moreover, Sloboda posits
periodicityasoneofthepossiblemusicaluniversalsinthetemporaldomain.340
Such speculationson naturalpredilectionsareappealing,not least since they
seemtofitwithmyperformancetendencies,butsuchclaimsneedcriticalconsideration.





consequent lack of any hard data.343 This lack of methodological rigour extends to
Epsteinssomewhatnarrowchoiceofmusicalexamples:asReppnotes,Epsteinsown
preferred tempos surely influence, and perhaps constitute, what he considers to be




















manifest themselves ostensibly as natural or innate. Indeed, the line that separates
inborn proclivity from tacit knowledge gained via enculturation is certainly hazy.
Universal claims must, therefore, be grounded in meticulous and comprehensive




or style change in his discussions, comparing, for example, MozartwithBach.347 The
absence of twentiethcentury repertoire in Epsteins book is hugely problematic. As
Headlamsays:

































held by some), Epsteins claims of universality and human
physiology need to account for more recently musical
developments.348
Aspartof itscontinualevolution,artpushesboundariesanddiverges fromthenorm,
disrupting convention, confronting conformity, challenging expectation, and sparking
innovation. By resisting or subverting established tendencies (culturallyengrained or
indeedbiological),music makespowerful statements, paving theway for changeand
revolutionisingstyle.Asmusicaltasteisredefinedandanewnormbecomesengrained
throughenculturation,thestatusofinnatepredilectioniscalledintoquestion.Claimsof
universality must, therefore, consider changes in musical style or aberrations from
stylisticnorms,andaddresstheinterrelationshipsbetweenhistoricaltaste,seemingly
innatepredilection,andprofoundtacitknowledgegainedthroughenculturation.
Taking all these considerations into account, it is evident that Epsteins broad
ecologicalclaimofuniversalityrequiresfurthercriticalinvestigationthatliesbeyondthe
scope of this thesis. Nevertheless, not only the key observations with regard to the
embodied, crossmodal experiencing of pulse, periodicity and cyclicity, but also my
specific experience of playing Baroque repertoire  an experientially and historically
situated practice  support the case for the significance of proportionality, based on
matters of periodicity and continuity. It corresponds not only theoretically, with the
definingpropertiesofthecycleschemaandwiththewayinwhichBaroquemusicappears


























perspective: our intuitive predilection for proportional tempo is a powerful, visceral
reactiontoourembodiedknowledgeofthecycleschema.



















something that feels like intuition in interpretative timing decisions cannot be
overlooked, thanks to its inherent interrelationship with embodied knowledge. (See
Chapter4,Sections 4.2 and4.5 formoredetailonthisinterrelationship).
2.5.3. AHistoricalPerspective
Whether or not proportional tempo is regarded as a consequence of our
neurophysiologicalmakeup,anostensiblyintuitivereactiontoourembodiedknowledge











the music in an ongoing fashion, new tempi would have to
incorporatethispulseasanelementorsubelement.358
This is indeed confirmed by a substantial body of research (carried out by experts
including Anna Maria Busse Berger, Roger Bowers, Ruth DeFord, George Houle and

















Whilst the ambiguities of such proportional notation are highly debated in current
academiccircles(particularlyinrelationtothemusicofClaudioMonteverdi),thesheer
prevalenceofcontinuouspulseinRenaissancemusicalthinkingcannotbedenied.The
issue is discussed in great detail in Michael Praetorious monumental Syntagma





three semibreves in tripla, or to one and a half semibreves in
sesquialtera.362
Despite the prominence of proportionality in the Renaissance, Epstein




simply a less visible factor in themusical dialogueofwriters andpractitioners post
Renaissance.365 Epstein proposes two possible reasons for this decline: proportional
tempoeithersimplyfellintodisuse,366 orithadbecomesuchanaturalandaccepted
practice367, somuchapartofmusical life that therewas littleneed todiscuss it.368
Collatingavarietyofevidence,Epsteinarguesforthelatter:proportionaltempodidin
factinfluencethethinkingofmusiciansduringthisinterveningtimeframe;369 itemerges
asasignificant influence inthedesignofthemusic.370 GeoffreySimonagrees: inthe
360 MichaelPraetorious,SyntagmaMusicum [1619],trans.anded.JefferyKitePowell(NewYork:Oxford
UniversityPress,2004)





















Evidence from the seventeenth and eighteenth centuries that implies the
existenceofproportionaltempoincludesthesocalledTaktoftheClassicalperiod.375
WhilstthetermTaktitselfencompassesvarioussubtletiesofmeaning,asdiscussedby
Daniel Gottlob Türk in his treatise of 1789, School of Clavier Playing,376 its overriding
essence is of controlledmovement,movement that [is] ... metrical and periodic.377






LAffillard, Pajot, Chappelle and Choquel provided for various dancemovements of a


















In commenting on Borrels work, Epstein states that it is suggestive that
proportionaltemposwereafactoflife,particularlywithregardtothemusicofLullyand
JeanJacques Rousseau.382 It is, after all, believed that Loulié saw his device as a
particular help in marking the works of Lully,383 who is, of course, wellknown for
conductingbybangingastaffonthefloorinordertokeeptime.Thankstoitsrepetitive
quality,theveryactionthatcausedtheinjurythatultimatelyledtoLullysdemise,also
reinforces the plausible existence of continuous pulse in the Baroque. Moreover, as
presentedinH.C.WollfsworkDasMetronomdesLouisLéonPajot1735,Pajothimself
gavealistoftemposforpiecesbyvariouscomposersofFrenchBaroque,includingLully.
Once again, Pajots numbers imply proportional tempo.384 Further developments of
pendulum timing systems, for example by Thiémé and Mason in 1801 and 1806
respectively, alongside their corresponding tables of tempos, explicitly indicate the
continuationofproportionaltempointothenineteenthcentury.385 Thiémé,forexample,
ultimately determined that Andantewas twice the speedof Largo,Allegro twice the
speedofAndante,andsoon.386
Finalexamplesthatexplicitlyindicatetheexistenceofproportionaltempointhe
Baroque period, however, include Saint Lamberts detailed discussion of Meter and
TempoinhisPrincipesduclavecin (1702) usefullysummarisedinbyKirkpatricksarticle
EighteenthCenturyMetronomicIndications387  andJohannJoachimQuantzstempo
instructions in his treatise of 1752,On Playing the Flute. Indeed, by developing the
connectionsbetweentempoandthehumanpulsealreadymadebyFranchinusGaffurius
inhisPracticamusicae(1496)andbyLodovicoZacconiinhisPratticadiMusica(1592),388


























embodied foundations.WhilstQuantzs reference to thepulsebeat at thehandof a
healthyperson392 explicitly implicatesthebodyinmusicaltime,thesimplerecognition




to justifymusical practice, and using evidence ofmusical practice to justify claims of






array of embodied image schemata (balance, pathway and cycle) that underpin our
experienceofmotion, there isnodoubt thatmusicalmotion is indeed felt:a bodily,
visceralfeeling.Epsteinconfirms, motion,howweexperienceit, isrelatedtofeeling
390 Ibid.,286.








else,perhaps, theprimaryelementofmusic thataffectsus, thatgripsusemotionally
during performance, is its sense ofmotion.396 Not only are tension and release (the
essentialfactor[s]ofmusicalmotion397 andthebalanceschema)experiencedwithan





is, of course, particularly significant given the amplified insistence on Affekt in the
Baroque.
2.6.2. Intuition:APerformersUltimateResourcefor(E)Motion























motional,affective nuancesmustultimatelybefoundbyintuition407  aprinciplethat
clearlyresonateswitheighteenthcenturyreferences totheperformerstaste:anon
mathematical,subjectiveandelusivephenomenon.Krameragreesthatweaslisteners
or performers rely on our intuitions because something feels correct, aurally and























412 Epstein, ShapingTime, 105.
413 Ibid.,461.









lack of research into the phenomenological processes that underpin expressive
microtiminginperformance issuesthisthesisendeavourstoaddress.Thedomainof
temporal expressivity itself incorporates a multitude of elements: durational and









motion and emotion. It can, therefore, be deduced that the primary effect of and
indeed fundamental motivation for expressive timing is affect, which, in turn, is the
ultimateobjectiveofmost,ifnotall,musicalperformances. Toconclude,Iofferthewords













do justice to the many hours of practice I had undertaken  to satisfy the technical
demandsandinterpretativedecisionsIhadtakenthetimetoperfect Ifocussedcarefully




trajectories, expressive retards, punctuation marks and embellishments that I had
meticulouslydeliberatedandeventuallydecideduponduring the rehearsal process, in
ordertocharacteriseandappropriatelyvarythenumerousthematicreturns,tointeract
effectivelywiththeobbligatoharpsichordpart,and,most importantly, toenhancethe




stolemy attention, but also that, as I began to relax into the performance,my focus
appearedtodilute.Indeed,thereweremomentsinwhichIappearedtothinkofnothing
in particular, enjoying only a general awareness ofmy surroundings. Lacking focused
concentration on my interpretative nuances, my expressive timing decisions felt
somewhat out of my immediate control. On occasions, even this general awareness





On the other hand, thereweremoments, during the firstmovement, that felt
notablyfulfilling.IrecallinstancesinwhichIwascompletelyabsorbedbytheunfolding
84
musical trajectory, totally captivated by the prevailing musical emotion, followed
immediately by episodes inwhich every sense of reality, focus and control seemed to
disappear.Indeed,Ihadonceagainenteredacompletelyunfocuseddaze;yet,thistime,
it was far from unsatisfying. This experience was exhilarating  both intrinsically
rewarding and musically gratifying. Even though I experienced a lack of meticulous,
intentional control over every expressive nuance, an intuitive sense of rightness





oneofutmostvariety,characterisedbydifferent intensitiesof focus, intention,control
andsatisfaction adiversityIalsoexperiencedinthethirdmovement.Intheintervening
Largo e Dolce, however, my experience of the entire movement was somewhat
transcendental.Assoonasthemovementbegan,Ibecameenrapturedbythepowerful
airofserenity,immersedinaworldoftranquillity.Theunfoldingmusicalargument,subtly
shapedbymicrotemporalnuances, felt innate, transpiringnaturallyas ifmyown:my
agogic stresses, articulations, embellishments and motional trajectories felt entirely
intuitive arisingautomatically,withoutthought.Iwasindeedlostinthemusic,existing
inahazyrealm,farremovedfromtheworriesandobsessionsofintentionalinterpretative




of thedetailsof theexperience, though Icouldnotbemorecertainthat itwasoneof
extreme and exhilarating creativity. This was indeed reinforced after the concert by









The experience described abovewas the fundamental stimulus formy exploration of
attentionalstatesinthecontextofmydoctoralresearch.Whilstnotaparticularlyunusual
account suchexperiencesare frequently reportedand typifymostperformances I
realised, by reflecting on this concert, the truly varied quality of my phenomenal
performingexperience. NotonlydidIrecognisethattheintensityofmyfocuschanged
throughouttheperformance,but Ialsorecalled instances inwhich I feltverymuch in
controlofmyinterpretativetemporalexecutions(astheytranspiredintentionally)and
othersinwhichmyexpressivetimingdecisionsfeltwhollyintuitive.Furthermore,whilst
certain moments were notably gratifying and particularly musically effective, others
provedfarlessrewarding.Farfromextraordinaryrevelations,theseveryreflectionsled







In order to address these questions, this chapter examines aspects of
consciousness  thebroadumbrellaunderwhichall issuesofphenomenalexperience




cellist PabloCasals, for example, says: All I do is basedon intuition.419 Similarly, the
performersinvolvedinDanielBangertsdoctoralthesis,DoingwithoutThinking,explain
theirinterpretativedecisionsbystatingthatitjusthappens:420 Iliveonintuition.421 This
reliance on intuition  exalting it as the intangible mastermind of interpretative
expressivity isofcourse,notanewattitude. AsexplainedinChapter2,discussionsin






concomitant reference to the taste and sensitivity of the performer  equally








musicians may enter during performance  this chapter attempts to reach a deeper
understanding of this currently illexplained source of automaticity. In particular, it
endeavours to elucidate the processes bywhich knowledge is internalised, accessed,
processed and consequently manifested in performance as interpretative decisions,
frequentlymasqueradingasintuition.









subsequently addresses the phenomenon of intuition (defined as the prereflective
engine of our subattention, and recognised as an omnipresent factor in expressive
decisionmaking)byconsideringitsinterrelationshipwithattentionandknowledge.This
very interrelationship  a construct lying at the heart of musical interpretation  is
elucidatedthroughmyconceptionofepistemicwebs,whichclarifiesthewaysinwhich










framework for understanding interpretation, the optimal performance state and
intuition. Most importantly, the performers cognitive state is confirmed as the












a phenomenon that has risen as a subject of wide, interdisciplinary inquiry in recent
years.424 Indeed,manyinstitutionsandcoursesspecificallydedicatedtoConsciousness
Studieshavebeenestablished.With itsrootstracingbacktothe1950s, theCalifornia
Institute of Integral Studies, now embracing a specialised Center for Consciousness
Studies and a School of Consciousness and Transformation, was one of the first
organisations tonurture research committed specifically to theexplorationof human









Center for Consciousness Studies in 1998,426 the Santa Barbara Institute for
Consciousness Studies was founded in 2003,427 the Centre for Consciousness was
created in the AustralianNational University in 2004,428 and theUniversity of Sussex
welcomedtheSacklerCentreforConsciousnessSciencein2010,429 tonamebutafew
leading examples. The rise of consciousness as a recognised subject of academic
exploration is confirmed by the induction of the Journal of Consciousness Studies in
1994,430 andtheemergenceofmanyconventionsdedicatedspecificallytothistopic,such
asTowardsaScienceofConsciousness,whichhasoccurredyearlysince1994,431 andthe
annual Conference forConsciousnessandHumanEvolution,whichenjoyed its initial
gatheringin2012.432
3.3.2.ConsciousnessandMusic:ASnapshotoftheLiterature
Whilst thebroadtopicofmusicandconsciousnesshas longbeena focusof research,
recent developments in neuroscience and embodied cognition have given rise to
particularly fertile new research across the discipline. The inaugural International
ConferenceonMusicandConsciousnessin2006433 ledtoakey publication,Musicand
Consciousness:Philosophical, Psychological, andCulturalPerspectives  acollectionof
essayseditedbyDavidClarkeandEricClarke.434 Akintomostresearchinthisarea,this
bookprovides significant insights intoaspectsofnonWesternmusical rituals and the






















research on aspects of consciousness, in order to develop our understanding of the
interpretativedecisionmakingprocessandthephenomenonofintuition.
3.3.3. ReachingaDefinitionofConsciousness
Consciousness enjoys an ontological affinity with music in that it is complex,




Chalmers in relation to consciousness and subsequently applied to music by Eugene
Montague,437 whichspecificallyreferstotheperplexitiesofsubjectivity namelyhow
andwhyweexperience qualia,aconceptthatcanbelooselydefinedastherawfeels438
or phenomenal character of an experience.439 These are questions that empirical
evidencehasnotyetbeenabletoexplain.440 Asconsciousnessformstheomnipresent
foundation for all experience, therefore, it naturally provokes a diverse yet complex
discourse that draws on a number of fields, from neurobiology and psychology441 to
philosophyandphenomenology.442
In spite of its sheer complexity, however,many have endeavoured to reach a
definitionofconsciousness.Buildingontherangeoftheoreticalperspectivesinmodern
philosophy,instigatedbyRenéDescartesintheseventeenthcentury,443 GeraldEdelman
























subject of his or her own acts and affections.444 This bears notable similarities to
neurobiologist Antonio Damasios theory of core consciousness and extended
consciousness.445 Primaryorcoreconsciousnessconstitutes generalawareness,thebasis





of experience,450 it is directly coupled with the notion that all experience enjoys a
subjectivefeel,anineffable,phenomenalwhatitislikequality,451 anideadiscussedin
greatdetailbyThomasNagelinhisinfluentialarticleWhatisitLiketoBeaBat?452 Asa
result of its implicit, or socalled firstorder quality,453 the term prereflective is
commonly allied with Edelmann and Damasios theories of primary and core
consciousness.454 Inthesamewaythatprimaryorcoreconsciousnessisconsideredthe
foundation of higherorder or extended consciousness, so prereflective dimensions
underpin reflective experience,455 which is reached as soon as reflective or critical






















which the subject not only experiences something but, in addition, can take this
experienceasanobjectoffurtherthought.456
Despite such attempts to define consciousness, however, nonconsensus
persists.457 Current debates challenge, for instance, the dualistic categorisation
encouragedbythesetypesofstructures,anditappearsambiguouswhethernotionsof
higherorder and extended consciousness allude simply to any focused, critical and
attentionalthought,orrathermorespecificallytotheparticularawarenessofonesown




I suggest that a key issue here is the attempt to define a multidimensional
phenomenon that incorporates all elements of phenomenal experience under the
singulartermconsciousness.Wearetryingtodefineaconcept thatsubsistsmerelyasa
discourse. Theprevailingfixationonthisnounisevidentlytroublesome andIpropose,
therefore, thatwefocus, instead,onunderstandingourvariousstatesof awareness,
attention,andtrance(ornonattention).Afterall,thesearetheprimaryattentional






















which attentional focus influences expressive timing in performance, the notions of
awareness, attention and trancemust be explored. Admittedly, just like the term
consciousness itself, attention and awareness are also highly complex and elusive
concepts, intimately entangled.460 Their exact interrelationship remains an important
topicofdebateand investigation,461 andmanyevenacknowledgethatawarenessand
attention are almost impossible to tell apart.462 Let us, however, consider general




this is accompanied by a significantly lower level of peripheral awareness.464 General
awareness,evidentlyboastingclearparallelswithprimary,core,creatureconsciousness,
canbedescribedasawhollyprereflectiveexperience.Onemayassume,therefore,that
attention is its reflective counterpart. I propose, however, that attention has the
capacitytobereflectiveor prereflective.Mostsimply,forexample,myawarenesscould
bechannelledintoattentionasIstare,somewhatblankly,atamusicalscoreinfrontof
me. Void of any reflective thought, the experience would simply encompass a pre
reflectivewhatitisliketostareblanklyatascorequality.Assoonascriticalthoughtis
added,suchasthinkingaboutthetitleofthepiece,workingoutthetempo,orlabelling
theharmonicprogressions, theexperienceassumesa secondorder quality,which is


















Occasionally ones attention becomes so intense that one seamlessly enters a
stateoftrance.Indeedtheconceptoftrancehaswelcomedsignificantinvestigationas
abranchofalteredstatesofconsciousness anexpression,introducedin1966bythe
psychiatric theorist ArnoldM. Ludwig468 and popularised by psychologist Charles Tart
from1969,469 thatsomewhatambiguouslydescribesanymentalstatethatdivergesfrom











seemingly totaldisappearanceofawarenessandattention, thisencapsulates thevery
essenceoftrance,asit isconsideredinthisthesis:aheightenedstateofprereflective























of such a vivid experience could likely generate a sensation that resembles the
transcendentalqualityoftrance;however,Iarguethatthisstatemoreaccuratelytypifies
oneofacutelyfocussedreflectiveattention.Myclarificationofthetermdaydreamnot
only elucidates my particular conception of trance, reinforcing the fundamental
distinctionbetweenattentionalandnonattentionalstatesandbetweenreflectiveand





therefore, to the interpretative experience. Additionally, though, because of their
contrastingdefiningproperties(reflectiveversusprereflective, attentionalversusnon
attentional), the particularway in which expressive timing decisions transpire is, of




Given its defining quintessence  nonattention  trance is, undeniably, a particularly




theway inwhichexpressive timingdecisions arisewhenaperformer lacksnotonlya
reflectivefocusbutalsoallsenseofattention.
Ibegin, therefore,withthe idiombecoming lost inthemusic.Thisexpression
recursextensivelyamongstmusicians I,infact,useitinmypersonalreflectioninSection































































becoming lost in themusic. After all, absorption (often equatedwith trance)488 is
defined as an effortless, nonvolitional, deep involvement with the object of
experience,489 directly coupled with dissociation  a detachment from self,
surroundings and reality.490 From a psychoanalytic perspective, absorption could be
facilitated by projective identification. Nicky Losseff,whose research draws parallels
betweenpsychoanalytictheoryandmusic,suggeststhatprojectiveidentificationcould






















































the interpreters own psychological processes into the music,
thenthemusicalworkperformedbecomesineffectanarrativeof
self (or, should I say, one of many possible narratives of the
self).495
Theoreticallysupportedbythis workofNickyLosseff,myownexperiencesofperforming
Baroque repertoireandentering flowsuggest that such music does indeedafford the











At this stage, it is important to remember that, inorder to achieve the really
magicalfeeling496 offlowtranceviaabsorption,deepinvolvementwiththeobjectof
experience497 isaprerequisite.Ipropose,therefore,thatamusiciancanonlyenterthis
statewhenhe orshe isdrawnintoanextendedreflective attentionalfocusonasingle
element of the unfolding performance. From deep and extended immersion in this
reflectionemanatesflowtrance.Wemight,hence,consideritnecessary thattheobject
of reflectiveattention isageneral aspectof themusic, suchas theprevailingmusical
emotionormotionaltrajectory:onlythendoesithavethepossibilityofremainingasthe
attentionalobjectlongenoughforabsorptiontooccur.Transitoryelements,ontheother
hand, suchasaparticularmusicalagrément orharmony, inherentlyenjoy far shorter








process.500 In particular, he talks of playing without having to pay attention to the
specific momenttomoment decisionmaking process,501 leav[ing] all the technical
concerns behind502 and focusing, instead, on the overall architecture503  a general























There is an initial extended focus of attention but a complete absence of reflection.
Indeed,whentranceisreached,viaabsorptionor daydream,anysenseofattentionitself




performance.505 I suggest that the very emancipation from selfcriticism and self
monitoring simply equates to the prereflective quality of trance, in which all critical
thoughtdisappears.Theveryprereflectiveessencecouldalsovalidatethecorrelation
Yeadondrawsbetween being analytical, andbeingout of flow.506 This leadsme to
suggestthatitistheprolonged lackofreflectivethoughtduringtrancethatcreatesthe
performersexperienceofnonattention.
Whilst the states of trance achieved via absorption and daydream enjoy
similarities includinganabandonmentofintentionalthought,anddissociative,outof
bodytransportation therearealsonotabledifferences:flowtrance(viaabsorption)
appears to be a rich and dynamic experience that is highly intrinsically rewarding,507














the associations that psychologists have acknowledged between flow and enhanced
creativity: [i]t is clear that increased levelsof floware indeed related to increased




which are high points in life that are exciting and fulfilling,510 and optimal
performance, which refers to the effectiveness of behaviour or action.511 Current
debatesquestion whetherflowisexclusivelyanoptimalexperienceoralsoafoundation
for optimal performance.512 Whilst a thorough understanding of the relationship
between optimal experience and performance requires systematic, empirical
investigationthatfartranscendstheboundariesof thisthesis,Iargue(fromaperformers
insideperspective,andwithoutattempting tomakeanygrandclaimsaboutaesthetic
value, audience reception and shared performerlistener experience) that, at least in
musicalperformance,there isan intimate interrelationship:optimalexperiencesoften
ariseasaresultofoptimalperformancesandviceversa.Notonlyisthisreflectedinmy
descriptions (in Section3.1) ofparticularmomentsduringmyperformance thatwere
bothintrinsicallyrewardingandmusicallygratifying,513 butsportsresearchhasshown
that athletes thoughts and feelings are extremely positivewhenperforming at their
peak, and also that optimal subjective experience underlies peak performances.514
Furthermore,SusanJacksonidentifies flowasaprecursorofoptimalfunctioning.515 It
is, of course, essential to acknowledge the inherent complexities of using the term
optimalperformanceinamusicalsetting.Unlikeinthefieldofsport,wheremeasurable
















performance, optimal performance inmusic is largely amatter of subjective opinion.
Given the lack of unanimity surrounding aesthetic value and appreciation, and the









hypnotic procedures, one exits trance by that which Alicia Peñalba Acitores terms










Music, in ClarkeandClarke,MusicandConsciousness, 222225.
102
characteristicoftrance:nonattention.Ifamusicianexperiencesextendedepisodesof
trance during performance, very little reaches his or her attentional focus, and it is




Having identified the different attentional states that musicians may enter during
performance, alongside their defining characteristics, further scrutiny is required to
uncoverhow,specifically,thesestatesinfluencetemporalexpressivity.Inordertodothis,




unconscious and automatic,519 or as I term it, prereflective; and Type 2, which is
consciousanddeliberate,520 inotherwords,reflective.Indeed,anumberofcomparable
dualprocess formulations havebeen conceived,521 each reinforcing the plausibility of
these twodistinct, fundamental systems: thecognitiveexperiential selftheory (CEST),
developedbySeymourEpsteinandhiscollegesin1994distinguishingtheexperiential
system and the rational system;522 the associative system and rulebased system
introduced by Sloman in 1996,523 and developed by Smith and DeCoster in 1999;524



















et al. in 2004.526 As David G.Myers states, themushroomingmountain of evidence
plainly indicates,wehave twominds ....One isabove thesurface, inourmomentto
momentawareness[inmyterms,reflectiveattention]; theother isbelow[inourpre
reflectivesubattention],operatingtheautopilotthatguidesusthroughmostoflife.527
These theories, of course, bear a significant affiliation with the distinction between
explicit and tacit knowledge, as discussed in Chapter 4, and they provide a most
valuable framework for comprehending theways inwhich information (including the
knowledgethatunderpinsexpressivetimingdecisions)isprocessedduringperformance,




At this stage, it is important to consider the relationship between Type 1 processing
(definedasunconscious,automatic,implicitandreflexive)andthephenomenonof
intuition  a concept that undeniably pervades the artistic experience, yet iswidely
recognisedasdifficulttoarticulate,528 and,whichasaconsequence ...wehavetended























As a result of our sense of its automaticity, intuition is often accepted as
completely instinctive, innate and natural.535 However, a number of researchers
including,Agor, Betsch,Harper, andKlein,536 argue that intuition is, in fact, acquired
through experience and learning:537 it is, a correlate of knowledge,538 essentially a
disguised product of nurture. This is perfectly encapsulated by John Rinks notion of
informed intuition539 and David Myers term acquired intuition,540 both of which
acknowledge the importance of intuition in the interpretative process but also that
considerable knowledge andexperience generally lie behind it  in otherwords, that
intuitionneednotcomeoutoftheblue,andneednotbemerelycapricious.541 Drawing













































which every interpretative gesture (including expressivemicrotiming) can transpire is
through intuition. Type 1 processing prereflectively accesses, from the performers
subattention, all the information that underpins and gives rise to the interpretative
temporaldecision,including,therefore,anarrayofknowledgerelatingtoarticulationand
note length, motion and phrasing, punctuation and breathing.544 Similarly, when the
performer embraces an unfocused state of general awareness, an uncritical, pre
reflectiveattentionalfocus,or areflectiveattentionalfocusbutonanextramusicalissue,
control of his or her temporal interpretation lies, once again, wholly in the realm of
intuition.






course, relyonamultitudeofknowledgethat isnotdirectly inmyreflective focus, in
ordertofulfilthisbroaderexpressiveaimthatoccupiesmyattention.Indeed,Ihaveto













at the topofwhich liesmy reflective attentional focus the goaldirected trajectory.
Triggeredbythisexplicit,criticalintention,intuitionisguidedtoaccessrelatedimplicit
issuesthatliefurtherdownmyepistemicweb,inmyprereflectivesubattention.This
description is indeed supported by Jonathan St. B. T. Evanswho asserts that explicit
processing[activatedduring,andindeedreservedfor,statesofreflectiveattention] ...
stillreliesonType1processing[prereflective,subattentionalintuition].545
Of course, aswell as theaspectsof knowledge that aredirectly related tomy
reflective focus, every other dimension ofmy performance  accurate rhythmic and
melodicexecution,toneproduction,airpressure,intonation,embouchure,andsoon
mustsimultaneouslybegeneratedprereflectively,bydrawingoninformationfrommy
subattention. These specificities of knowledge could indeed become objects of my
reflectiveattention,andtheymostcertainlywouldhavebeenatsomepoint,forexample
inthepreparationprocess.Afterall,asmusicpsychologistCarlSeashoreexplains,one














It isevident, therefore, that intuition prereflective, subattentionalepistemic
processing isanomnipresentfeatureofinterpretativedecisionmaking,whateverthe
performers cognitive state.This implies that reflectiveandprereflective systemscan
function simultaneously. Yeadon and Bangert do, after all, recognise that musical
decisions often incorporate both intuition [prereflective processes] and deliberation




of course relies exclusively on prereflective, subattentional intuition) as involving a
temporarysuppressionoftheanalytical ...capacitiesoftheexplicitsystem.549
Dietrichsexplanationcould,however,perhapsbemoreaccurately clarifiedby
defaultinterventionist (DI) theories, [which] on the other hand, assume that Type 1
processingproducesa rapidand intuitivedefault response,whichmayormaynotbe
interveneduponby subsequent Type 2 reasoningwhich is slower and deliberative in











terms. The defaultinterventionist argument could fundamentally establish that all
experience(includingthatofinterpretativedecisionmaking)arisesfromaprereflective
foundation, upon which reflective thought can be added. It could, therefore, be
concludedthatthereisadefaultprereflective systemthatpersistscontinuallyandthis
is often, but not always, accompanied, rather than replaced, by simultaneous (or








thereflectivefocusof the goaldirectedtrajectory),multiple objectsofknowledgeare
accessed simultaneously via ones prereflective subattention, or intuition. This
observationisreinforcedbythewidelyresearcheddistinctionbetweenserialprocessing
 aonethingatatime,554 strictlysequential555 process andparallelprocessing,in
which multiplecognitiveoperationsoccuratonce.556 Manyconnectionshave indeed

























informationprocessing theories, its relationship with different attentional states is
explicated, its role in the interpretativedecisionmakingprocessclarified,and itsvery
ontology elucidated. Most importantly, this exploration leads towards a deeper












whichexpressive timingdecisions rest,wemust, therefore, consider this subpersonal
baseline.
Theparticularrelationshipbetweensubpersonalmechanismsandprereflective
experience is explored by Andy McGuiness and Katie Overy in their chapter Music,
Consciousness,andtheBrain.Theystatethattheprereflectiveselfincludestheoutputs
ofsubpersonalmechanisms.560 Toclarify,hereisanexampletheyprovide:








the resulting motor commands that are generated to adjust
muscular tension inorder tomaintainbalance. Thechanges in







to produce goaldirected motion are generated at a subpersonal level. These
subpersonal processes, lying at the bottom of my epistemic web, are undoubtedly
influencedbyknowledge,whichofcourseexistsinmanyforms,suchasexperienceand
practice.As Iisolatearticulationorfingertechniqueasthefocusofmytechnicalpractice,
for example, the correlating subpersonal mechanisms  those that generate the
necessarymusclemovements aremanipulated.Whenreturningtotheperformance
situation, themoregeneralobjectof reflectiveattention, goaldirectedmotion, then
acts as the trigger which activates the whole succession of related prereflective









too, havebeeninfluencedbyknowledge (ofvariouskinds,theoreticalandpractical) and,
asaresult,haveenteredmysubattentionandarethereforeaccessedprereflectively.
Theoutputofeachofthesesubpersonalprocessescontinuallyaffectsmyprereflective
experience, amalgamating to create the overall whatitfeelslike quality;562 this
characterises the general, peripheral awareness discussed at the beginning of this
chapter,whichaccompaniesallcognitivestates,andatthesametimehasthepossibility
of being channelled into the object of ones reflective attention. Indeed, whilst the
subpersonalmechanismsthemselvesarenotavailabletoreflectiveattention,thespecific
whatitfeelslike experience  the tacit feeling  indeed has the possibility of
supersedinggoaldirectedmotionasthenextobjectofmyreflectiveattention.Thereis
evidently, therefore, an intimate relationship between subpersonalmechanisms, pre
562 Nagel,WhatIsItLiketoBeaBat?,435450.
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reflective experience and reflective attention: subpersonal mechanisms, which are



















further, the role of experiencemust be considered. After all, epistemic webs  the
networksthatamalgamateperformersreservoirsofknowledge areevidentlyunique
to each individual and evergrowing: they continue to expand with knowledge
accumulation. Effective correlations can indeed be drawn between my concept of
epistemicwebsandviolinistAnnaMcDonaldsnotionofalibraryofmind,563 aswellas
singer Göran Folkestads personal inner musical library.564 The more experience









Having recognised, in Section 3.6.1, that the size of amusicians epistemicweb, and
therefore thequantityofknowledgestored inhisorhersubattention,enjoysadirect
correlation with experience, and by recalling the definition of intuition  the pre
reflectiveengineofoursubattention webegintounderstandthecorrelationbetween




totheirmodestepistemicnetworks, it is farmoreprobablethat,duringperformance,






solidifying and embodying of knowledge, namely practice and experience, that these
skillsbegintosinkintothemusicianssubattention,expandingtheirepistemicreservoir.
Oncethishappens,theknowledgecanbeaccessedbyintuition,meaningthatcognitive
space has become available for a new object of attention. As ever more knowledge
reachesonessubattentionandepistemicwebsgrow,theexercisingofintuitionincreases
andthelikelihoodofmistakesdiminishes.JustasDanielBangertstates,[o]ncerelevant



















Some recent research has investigated the relationship between flow and musical
experience.Csikszentmihalyi contends that flow isnotdependent havinganabsolute
level of skill per se,570 an opinion corroborated by Bloom and SkutnickHenley, who
conclude that flow isnotaffecteddirectlybyexperienceorproficiency levels ... ; the
potential for flow thus appears to be available to novices and professionalmusicians
alike.571 Astudyof FlowamongMusicians bySinnamon,MoranandOConnellsimilarly
establishedthatnosignificantdifferencewasfoundbetweenamateurstudentsoverall
frequencyofflowandthatoftheircounterparts,theelitestudents.572
Nonetheless, the results of Sinnamon et al.s study do indicate that amateur
students experienced flow less frequently ... than elite students did,573 despite the


















participants intheirstudy were,astheyputit,proficientmusicians,579 whichinherently







by highlighting the fact that absorption (the very route to flowtrance) requires a
prolonged, reflective focus on a general aspect of themusic (as explained in Section
3.4.2),andIsuggestthatthegeneralitythatcharacterisesobjectsofreflectiveattention




to play the correct notes. For highly experiencedmusicians, on the other hand, such
specificityisprimarilyreservedforpracticesituations,inwhichtheyaimtomaintaintheir
highest standard of technique by focusing on particular intricacies. Via practice and
experience, these specificities of knowledge become engrained in the musicians
subattention theirepistemicwebexpandsandinterconnects andsoinperformance,
themusicianhastheopportunitytoenjoymoregeneralfocuses,suchastheoverarching

















related,prereflectivemusical issues, including tempo,motion,articulation,dynamics,








have been interconnected and nurtured via practice and experience, can be reliably
accessedvia hisorher prereflectivesubattention,orintuition.
Mostinterestingly,the relationshipsIhavedrawnbetweenexperience,practice,




andenjoy it; and it is almost as if Iwere listening to the resultof all thehardwork
withoutworkinghard.584 TheyarealsoeffectivelyencapsulatedbyAdamM.Croom:
in order for a highly practiced musical skill ... to become
represented in the implicit [intuitive, subattentional, or pre
reflective]systemofamusicalagentsknowledgebase[epistemic
web],andthuscapableofbeingimplementedbyamusicalagent
without interference from their explicit system [reflective
thought] ... a sufficient amount of musical skill must first be
acquiredbythatmusicalagentthroughasubstantive ...amount
of deliberate musical practice and the accumulation of the
relevantsensorymotorintegrationthatitresultsin.585
3.6.4. TheRelationshipbetweenExperienceandPatternRecognition









Myveryconceptionofan interrelatedwebof knowledge inparticular, thepatterns
formed between a general reflective attentional focus and a range of related pre
reflective,subattentionalelements issupportedbyconsideringpatternrecognitionin






heightened intuitive ability),589 but also that their knowledge is moreorganized than
novices, inways that enable them to access it efficiently. Novices see information in
isolated pieces; experts see large meaningful patterns.590 As previously argued, via
experience musiciansforgerelationshipsbetweenarangeofepistemicissues,creating
patternsintheirevergrowingepistemicwebs.Theseverypatternsallowthemtoassume





















the information stored inmemory [subattentional knowledge],
themental plans and schemeswhichorganize thesememories
[pattern recognition], and associated thoughts and physical




Despite the tendency of some musicians to regard intuition as a matter of nature,
separatefrom thatofpracticeandexperience(nurture),it isevidentfromSections3.6.3
and3.6.4thatpractice doesaffectintuition.ThisisconfirmedbyDavidMyers,whostates
that a skilled musicians intuition is hardearned. It is natural, graceful automatic
processingwrought from thousandsof hours of practice.595 In order to gain an even
deeper understanding of intuition  a phenomenon confirmed as central to the




work of Jonathan Evans, they identify a subcategory of intuition, using the term
proceduraltoclassifyintuitivedecisionsthatweredescribedashavingbeenconscious















fluidity of the explicittacit relationship, implicitly confirming the correlation between
practice, embodiment, ones subattention and intuition, and somewhat reflecting
Herbert A. Simons notion of analyses frozen into habit, the term procedural can,
therefore,besummarisedmostsimplyastheassimilationandautomationofpreviously
deliberatedecisions.598
This verypropositionofa procedural subsetcouldbeaplausible response to
psychologistRobertHammsquestionofwhethertherearetwotypesofintuition:
[i]t may be argued that expert cognition is distinct from the
intuition that is based on instinctual or emotional response
tendencies or learning processes ... because expertise is




procedural intuition arises from epistemic roots, it must be remembered that,
ultimately,all intuitionoriginates inknowledgeandexperienceof somesort: it is the
integrationofalltheexperiences,conditioning,andknowledgeofalifetime,including
culturalandemotionalbiasesofthatlifetime.601 Wemightconsider,therefore,thatthe
sole difference between procedural intuition on the one hand, and immature,
instinctual,602 orgut603 intuitionontheother,issimplythattheformerdescribesthe
prereflective processing of knowledge that was initially the focus of reflective of















Further clarification can perhaps be gained by consideringmy explorations of
explicit and tacit knowledge, as presented in Chapter 4, Section 4.2.604 Indeed,
procedural intuition is perhapsmost easily associatedwith knowledge that has been
codified and explicitly defined: its very explicit quality enables it to occupy reflective
attentional focus clearly. As an example, a musician, such as myself, experienced in
playingBaroque repertoire,wouldlikelyinsertacadentialtrillprereflectively,without
intentional,deliberate thought an intuitive,decision thatof courseultimatelyarises
fromexplicitknowledgeofBaroque performancepractice.Throughpractice,experience
and embodiment, the explicit knowledge has become engrained in the musicians
subattention,andissubsequentlyexternalisedasanintuitivedecisionthankstoType1
prereflectiveprocessing.Socalledgutintuition,ontheotherhand,perhapsarisesfrom
epistemic aspects that are fundamentally uncodifiable, such as our embodied,




information suchasexplicitknowledgeof thepathwayschema couldbecomethe

























veryqualities thatengender themagicofperformance) is affordedby these formsof
knowledge,whichtogetherofferafluidepistemicnetworkofpossibility.
Toconcludethis discussionconcerning thesubsetsofintuition,itisinterestingto
note that Yeadon affiliates procedural intuition with flow.606 I propose that this
connection simply highlights Bloom and SkutnickHenleys suggestion that self
confidence and selftrust are essential for flow.607 Selfconfidence and selftrust arise
from familiarity, which Bloom and SkutnickHenley also regard as a fundamental for
flow.608 Proceduraldecisions,ofcourse,arisefromexplicit,reflectiveoriginsandpractice,
which, together, engender a dependable familiarity. With the reassurance of this
familiarity,therefore,selftrustisgainedandYeadonisabletoletgo609  yetanother
factor thatBloomandSkutnickHenleyregardas indispensable for flow.610 AsBangert





ofepistemicwebs theconstructatthecentreofexpressivedecisions  isintendedto












As violinist Lucy Van Dael states, in performing any piece you have somany
possibilities.612 Eachtimeaperformerplaysthesamepieceofmusic,sheorhedipsinto
the unending palette of expressive opportunity, exploring various combinations and
creating unique renditions. Of course, in practice and rehearsal situations, detailed
















her ideal interpretation, thenumerous,andrathertransitory,objectsofattention lie
towards the bottom of the performers epistemic web, near to the subpersonal













their intuition  fostered by knowledge, experience, practice, and ultimately pattern




own.617 Alluding more specifically to the notion of procedural intuition, Bernard D.
Shermansummarises[o]nedoesntthink;onehasthought.618
This trust in intuitionandopenness to interpretative flexibility encourages the
performer to give up control over every expressive nicety and assume amuchmore
generalobjectofreflectiveattentionthatoccupiesahigherpositionintheirepistemic
web  a reflective focus on, for example, the goaldirected trajectory, the overall
architecture,619 the felt shape, or themusical emotion. This, of course, creates the
appropriateconditionforabsorption,whichaffordsthepossibilityofflowtrance.Inthese
instancesof intensereflectiveattentiononageneralaspectof themusic, thespecific
expressivenuanceslienotunderthedirectcontroloftheperformer,butratherinthe





variety thesubmissionofcontrolto intuition  that indeedaccountsforthecreative
nature of absorption. After all, many connections have been established between
creativityandintuition.620 Hodgkinsonetal.,forexample,assertthatintuitionis,infact,
theveryantecedentofcreativity.621














study summarises: [e]very time I play, something new happens.622 It is evident,
therefore,that,thankstothemultitudeofexpressivepossibilitiestheyaffordandtheir
reliance on prereflective Type 1 processing, epistemic webs are the very site of
interpretativecreativity.Interestingly,theircreativequintessenceisimplicitlysupported
byBangertstheoryofmusicalintuition.Indeed,bydrawingonGoreandSadlerSmiths
fourprimarycategories ofintuition problemsolving,creative,social, andmoral,623 
Bangert proposes that musical intuition could be conceptualised as a distinct,
secondarytype: acompositepredominantlycomprisingcreativeandproblemsolving
intuitions.624 Remarkably, creative intuition is defined by Goldberg as involving






Having recognised that interpretative creativity is affiliated with the prereflective
processing of epistemic webs, why is flowtranceviaabsorption regarded as a
particularlycreativeandsatisfyingexperience,theoptimalperformancestate?Overall,
as noted by MacDonald, Byrne and Carlton, there is a relative dearth of research
literature investigating the process and outcomes of creative tasks.627 Despite this, I
propose that the highly creative, and indeed gratifying, quality of flowtrance can be























capacity todraw enjoysadirectcorrelationwiththesizeoftheweb thequantityof
variablesgeneratedviaknowledgeandstoredinonessubattention and, therefore,the
experienceoftheperformer.Absorptionofcoursereliesonageneralfocus, ageneral




states, creativity depends upon expertise.628 Robert Sternberg and Todd Lubart also
identifyexpertiseasa prerequisiteforcreativity:[t]hemoreideasandimageseachofus
hasgained throughaccumulated learning, themorechanceswehave tocombine the
buildingblocksincreative ways629 (italicsaddedforemphasis).
Another valuable andexclusive characteristic of absorption is that the general















the performer focuses on interpretative and expressive goals [general objects of
reflectiveattention],thenaspontaneousandcreativeperformance[theresultofflow
tranceviaabsorption] is possible. The small variations that inevitably occur in any















attention,flowtrance,anddaydreamtrance everything thattranspires iscontingent
upon ones prereflective subattention, or intuition. This is the epitome of
unpredictabilityandcreativity.Statesofgeneralawareness,prereflectiveattentionand
daydreamtrance differ from flowtrance, however: they do not arise from an initial
reflective focus. Flowtranceviaabsorption, on the other hand,always beginswith a
generalobjectof reflectiveattention suchas thegoaldirectedtrajectoryormusical
















web both reliably and effectively? Whist this can be explained partly by pattern
recognition, I also propose the notion of prereflective triggers, and revisit, with
elevatedsignificance,thephenomenological,whatitfeelslikequalityofprereflective





from aprereflective impetus: explicitly, the whatitfeelslike output of subpersonal
processes. This is very close to Bauman and Kuhls argument that extended
associationistic networks are activated automatically on exposure to a stimulus.633
Triggers,therefore,undoubtedlyinstigate patternrecognitionandintuitiveresponses.
Triggerscanbe likened to thenotionof cues,whichappears in the literature














635 HerbertSimon,WhatisanExplanationofBehaviour?, PsychologicalScience 3,no.3(1992):155.
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al.elucidatethatanexpertsintuitiveabilityis ...derivedfromtheircapacitytorecognize
... cues and rapidlymatch those cues to ... patterns, responding inways that lead to





epistemic web); interpretative cues, which (lying further up the epistemic web)
encompassmatterssuchasphrasing,dynamic,tempoandtimbre;andexpressivecues,
whichrelateto feelingandemotion (andwouldassume,therefore,apositionatthetop
of the epistemicweb).638 Most interestingly, the links I have forged between general
focuses of reflective attention and creativity are confirmed through Chaffin et al.s
discussion.Indeed,theystate:
[w]henaperformerhastothinkmostlyofbasiccuesdealingwith




musical feelings and this is best achievedwhen the performer
focusesonexpression.Acreativeperformanceis,therefore,most
likelywhentheperformerisfocusingonexpressivecues.639
This undoubtedly reinforces the idea that assuming a general object of reflective
attention theveryroutetoflowtrance isindeedafavourableattentionalstate.
Iarguethatallcueshavethecapabilityto be reflective orprereflective.Chaffin
etal.alludetothiswhentheyexplainthatifanexpressivegoalisunderthespotlightof
attention inotherwords, theobjectof reflective thoughtand,hence, thereflective
trigger  thentheothercues formapenumbraon theedgesofawareness; inother
words,theyformagroupofprereflective triggers thatfunction inoursubattention.640







triggersare rathermore subtle.Anexampleof aprereflective trigger that influences
expressivemicrotimingmight bethewhatitfeelslikequalityofanincreaseinmotion
(underpinned by subpersonalmechanisms) that becomes too fast for single tonguing
technique toendure.Bysendingasignal to theperformers subattention hisorher
uniquerepositoryofinformation,acquiredthroughknowledge,practiceandexperience
 theappropriatefastertonguingpatternisintuitivelyaccessedandexploited.Asecond
example might be the phenomenal experience of a passage of increasing harmonic
tensioninaBaroque sonata.Thisprereflectivetriggerstimulatesanintuitiveresponse,
suchaspushingforwardandgrowingthroughthedissonantharmoniestotheresolution
 a subattentional reaction that has, of course, been shaped by knowledge of issues















more familiar, becoming engrained in the performers subattention as popular
interpretativepackages,whichcanbeaccessedreadilyviathecorrespondingtriggers.
Playingnotesinégales,therefore,maybeawidelyapplicableintuitiveresponseof







know,Iguess its justexperience. IthinkIrecognizeotherthings. Ihaventplayedit, I
haventheard itbeforebut it certainly remindsme [perhapsprereflectively]ofother
things.642 On the other hand, notes inégales could also characterise part of an
interpretativeroutethatisparticulartoaspecificpassageoflearnedmusic.Thefamiliar
succession of notes creates an extremely recognisable prereflective experience that
immediately triggers uneven playing, evidently demonstrating the functioning of
procedural intuition. In this case, the use of notes inégales has become part of the
performerspreferredinterpretativerouteforthatparticular piece.643
3.7.4. SomeFinalRemarksonIntuition




nuances, including thoseofmicrotiming. Inparticular, it is interesting to consider the




prereflective specificitiesof theepistemicweb,which lie inour subattentionandare
generatedbysubpersonalprocessesthathavebeenmanipulatedbypractice,arerelied
upontofulfilthisattentionalfocus,whichsimplyactsasthereflectivetrigger.Thisisthe
working of intuition. It is only usually regarded as such, however,when the intuitive
musicalgestureisnotthedirect resultoftheintentionalobjectofreflectiveattention.
Thisisbecausewhenonereflectivelyintends toimplementnotesinégales oranincrease











reflective responses (namely the appropriate tongue and finger technique): one has
simplyfulfilledtheoutcomeofthereflectiveattentionalobject.
Ontheotherhand,whenonesattentionfocusesontheoverallmusicalshapeor
emotion, and the motion increases seemingly spontaneously, the expressive timing
decisionappearsintuitive.Thisisbecausethetemporalmanipulation,althoughrelated
tothereflectivefocus, isnotthespecific intentionaloutcome.Sittinghigheruponthe
musical web, the attentional object  the overarching musical shape or prevailing
emotion issimplymoregeneral,andtheincreaseinmotionismerelyonerelated,pre
reflective dimension thathappens tobeexploitedon thisoccasion in response to the
reflectivetrigger.Inthisinstance,theoperationofintuitioniscertainlypalpable,yetitis
fundamentallyidenticaltothepreviousexample.Theprocessofintuitionsimplyoccurs






assumed. In these instances, temporal gestures arise exclusively from prereflective
triggers.

























expressive retards, punctuation marks and embellishments that I had meticulously
deliberated and eventually decided upon during the rehearsal process, in order to
characteriseandappropriatelyvarythenumerousthematicreturns,tointeracteffectively
with the obbligato harpsichord part, and, most importantly, to enhance the musical
shapesandemotions. Thesenumerous,successiveobjectsofattentionwerereflective
triggers that guided many of my interpretative decisions by instigating serial Type 2




particular passage of music) guided the remaining, unrelated expressive gestures.







stolemy attention, but also that, as I began to relax into the performance,my focus
appearedtodilute.Indeed,thereweremomentsinwhichIappearedtothinkofnothing
in particular, enjoying only a general awareness ofmy surroundings. Lacking focused
concentration on my interpretative nuances, my expressive timing decisions felt
133
somewhatoutofmyimmediatecontrol.Inthesemomentsofreflectiveattentiononan
extramusical thought, and prereflective general awareness, every musical gesture







coughingandhadto leave the room:myattentionwassuddenlyseizedbyagrabber,
stealingmefromtrance. Indeed,atthispoint, Istrictly instructedmyself to focus a
specific, reflective intention  due to the rather unsatisfying quality of my previous,
unfocused state. Lacking an overall theme to guide the prereflective processing of
knowledgefromonessubattention(intuition),daydreamtrance(aswellasstatesofpre
reflective general awareness, and reflective attention focused on an extramusical
thought)doesnotgenerateaparticularly rewardingexperience.
On the other hand, thereweremoments, during the firstmovement, that felt
notablyfulfilling.IrecallinstancesinwhichIwascompletelyabsorbedbytheunfolding
musical trajectory, totally captivated by the prevailing musical emotion, followed






and musically gratifying. Even though I experienced a lack of meticulous, intentional
control over every expressivenuance, an intuitive senseof rightness characterisedmy
interpretations.Thankstomyinitialreflectivefocusonageneralmattersittinghighon
myepistemicweb,myinterpretativedecisions(whichweregeneratedcreativelyinthat
given moment, as intuition drew on interpretative possibilities from my epistemic
network)wereunitedbyacommon,overalltheme.Evenwhenmyreflectivefocuslifted,
as I entered nonattention, the whatitfeelslike quality of absorption remained,
continuingto(thistimeprereflectively)guideintuition.Itisthisoveralltheme,affording
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oneofutmostvariety,characterisedbydifferent intensitiesof focus, intention,control
and satisfaction  a diversity I also experienced in the third movement. I evidently
transitioned between a variety of cognitive states, drawing on reflective and pre




a notably extended episode of flowtrance. The unfolding musical argument, subtly
shapedbymicrotemporalnuances, felt innate, transpiringnaturallyas ifmyown:my
agogic stresses, articulations, embellishments and motional trajectories felt entirely
intuitive arising automatically,withoutthought. Iwasindeedlostinthemusic,existing
inahazyrealm,farremovedfromtheworriesandobsessionsofintentionalinterpretative
execution. In this state of nonattention, I had surrendered control of all expressive
decisions to intuition: knowledge was exclusively accessed prereflectively, from my
subattention.
Whatsmore,theentireexperiencewasbothmusicallyandintrinsicallyfulfilling:
inspired, imaginativeandgratifying.This can,onceagain,beexplainedby theoverall




barline (a visual grabber); perhaps it was the cessation of music, silence (an aural
grabber);orperhapsitwastheeventualsubsidingofanintenseserenity(anemotional
and atmospheric grabber) that stoleme from trancewhen themovement came to a
close.Thelastfewminutesexistedmerelyasacloudinmymemory:Iwasuncertainof
thedetailsoftheexperience(thankstomystateofnonattention),thoughIcouldnotbe
more certain that it was one of extreme and exhilarating creativity. This was indeed
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reinforced after the concert by numerous remarks from audience members, who
commentedontheparticularlymesmerisingsecondmovement.



















changing, and boundless phenomenon. Organically intangible and fluctuant, yet
inherentlyandindivisiblyentangledinallthatwedo,knowledgepowerfullyshapesour
reality:ourperceptionsofandactionsintheworld.Asaresultofitssheeromnipresence,
the concept naturally invites scholarship across a number of disciplines, and it has
consequentlydevelopedarathersubstantialdiscourse.
After a brief summary of relevant literature, in which the primary epistemic
modesandtheir interrelationshipsare identified,thechapterfocusesoninterrogating
salient formsof tacit knowledge that influenceexpressive timingdecisions formsof
knowledge thatareparticularlyenigmatic,yetplayacentral role in the interpretative






 is explained, primarily in relation to theories of mimetic participation and image
schemata.Recognisingthatthesefeelingsareexperiencedpredominantlyasshapeswith
concomitant emotions, the research of Hallgjerd Aksnes and Candace Brower is
integratedintothediscussion,inordertoexplore themostprominentfeltshapesthat
influence temporal expressivity in relation to their embodied foundations and overt
externalisations.Afteraseriesofexamples,outliningthewayinwhichsuchknowledge
mayindeedinfluenceexpressivemicrotiming throughprocessesofepistemicinteraction,





As alluded to in Chapter 3, Section 3.5, the literature, broadly speaking, divides the
phenomenon of knowledge into two primary categories: explicit knowledge,
fundamentallydescribingthatwhichcanbereadilyarticulatedandtransferred;andtacit
knowledge(morecommonlytermedtacitknowing),which,conversely,canneitherbe
captured adequately in verbal expression, nor easily accessed and distributed. As
information that can be fully and accurately codified and stored in objective forms,
dictionary definitions, mathematical equations and textbook facts typically exemplify
explicit knowledge,whilst skills, feelings and experiences,which only existwithin the
knowingsubjectorsubjects,characterisetacitknowing.644 MichaelPolanyi,whoindeed
introducedthetermtophilosophy in1958, inhisbookPersonalKnowledge, famously
summarises theveryessenceof tacitknowing inhis laterwork,TheTacitDimension




















ambiguous.648 States of knowledge are not static, but rather evolve, morph and are
reshaped through intimate interaction. First and foremost, it is often argued that all
knowledge originates from tacit roots,649 and it is, therefore, only via a translation
process,termedexternalization,650 codification,651 orarticulation,652 thatknowledge
receivesanexplicitstatus,asillustratedinFigure4.
Figure4.Codification
Consider a Baroque treatise on flute playing, for example: a tangible site of explicit





This can perhaps be explained by the suggestion that tacit knowing comprises both
codifiable (or articulable) and uncodifiable (or inarticulable) aspects,653 and this is
certainly reflected in the unrelenting insistence in Baroque treatises that performers
realiseallcodifiedrulesorguidelineswithtaste anessentialyetelusive,uncodified































In order to fully understand the explicit, the tacit is essential. This statement both
elucidatesandiselucidatedbytheactofmusicalperformance.Codifiedknowledge(the
explicitapex) is frequentlyexploited inorder to initiatethe learningofaskill, suchas
playinganinstrumentormasteringhistoricallyinformedperformancepractices.Asone
begins to acquire such abilities, there is, however, a simultaneous obtaining of
corresponding tacit understanding,655 which defies articulation and enables sense
making:656 the subaqueous base gradually becomes known. I suggest that the very
essence of sensemaking in performance, the process by which declarative musical



















notes inégales until the information is physically embodied. Over time, the overall
embodiedandexperientialunderstandingsurpassesthelimitedpropositionalcorrelate,
whichconsequentlylosessignificanceandbecomessomewhatredundant.Theperformer
has gained a socalled feeling in the fingertips657 as superficial knowledgethat has
developed into a deeper intuitive knowledgehow  a more comprehensive tacit
knowingwhich, as awhole, is inexpressible. Perhaps this status transformation, from
explicit totacit, reflectsthemomentatwhichtheoriginalcodified information,which
was the object of reflective attention, becomes engrained in the performers
subattention. A profound and personal tacit knowing, or prereflective intuition,
replaces declarative knowledge, or reflective attentional focus. After all, our tacit
understandingdevelopswithourexperienceasaperformer,effectivelysupportingthe
directcorrelationbetweenexpertiseandintuition.Asevermoreexplicitknowledgeis
embodied,becomingengrained inones subattention,ones epistemic webblossoms,
tacitknowingdevelops,andintuitiveperformancedecisionsincrease.
Itmust,of course, be recognised that,asnew tacitknowingemergesamongst
musicians, the process repeats itself: codification translates, and in doing so reduces
knowledgehowintopropositionalforms(knowledgethat)sothattheinformationcan
bereadilypassedontootherswhothenmakesenseofit,developingthecorresponding
and more comprehensive procedural understanding by embodying it themselves,











also termed somatic knowledge,658 evidently describes tacit knowing that is gained
corporeally:thebodyknowshowtodothings.659 This,Isuggest,isindivisiblyrelated
toactionalknowledge:understandingacquiredthroughwhatwecandoandhowwe
act.660 After all, our bodies perform our actions. The tacit knowhow of musical
performance(and,morespecifically,expressiveinterpretation)isgroundedinembodied,
actional knowledge: it is through physical activity, such as playing the flute, that our
bodiesbecomevaluablesitesofsensemaking.661




















alsobeappliedtotherelationshipsthatexistbetweenamusicianand their tools the
musicandthe instrument (aformofknowledgeexplored, indetail, inSection4.3).The
research of musicologist and pianist Nicky Losseff (introduced briefly in Chapter 3)
highlights, through psychoanalytic perspectives, the very significance of the dynamic
interrelationshipthatevolvesbetweenperformerandmusicalwork: informationfrom
bothagentsinteract,663 generatinganexclusive,relationaltacitknowing.Undeniably,a
similarbond is forgedbetweenperformerand instrument aspecial connection that
oftenbecomessoprofoundandintimatethat (astheoreticallyrationalisedinSection4.3)
the two entities become inseparable. Reflecting the very quintessence of relational
knowledge, this example of tacit knowing (undeniably incorporating embodied and
actional qualities) is generated through and exists exclusively within the unique
relationship, from which it cannot be extracted. In any case, as these relationships




Despite the undeniable correlation between time, familiarity and deeper
knowing,relationalknowledgeisnotreservedexclusivelyforlongstandingrelationships.
In every given situation, in every given moment, relational interplay exists: it is an
unavoidableandinherentfoundationofexperience.Weareconstantlyinteractingwith
bothourenvironmentandthemanyagentswithinit,andthisgeneratesthedynamicweb
of coexistent interrelationships that, together, create our experience. Indeed, by
recognising that we enter contextual relationships with our surroundings, we













interacts with a particular time and spacebound environment in real time, musical
performancecannotescapethehugely influential, inherent involvementofsituational
knowledge  an immediate and everchanging sphere of knowing that can only be
accessedbybeing there,engaging in thenumerous tacit interrelationships thatexist
exclusivelywithinthatgivensetting,inthatgivenmoment.
However,asaheavilysociallyconditionedandculturallycodedactivity,musical
performance is not only situated in a physical location, but also within a history of
conventions and practices that have influenced and shaped its existence, and are,
therefore, always tacitly present. Musical performance hence incorporates both the
livenessofsituationalknowledge(whichexplainsspontaneityandirreproducibility)and
thewidersituationalknowledgethatframestheperformancemoregenerally.






With specific regard toexpressive timing decisions, all formsof knowledgecome into
play. The interpretative process is inherently grounded on embodied and actional
knowledge, as we use our bodies to play an instrument and ultimately generate









Forms of explicit knowledge relating directly to temporal matters of Baroque
performancepracticehavebeennotedinChapter2onTime inPerformanceandare
manifestinmycasestudy(Chapter5),whichspecificallyexploresthewaysinwhichthis
knowledge is drawn on in practice. However, to consider in more depth how such
knowledgebecomestacitandembodied,letusconsider onerepresentativeexample:the
issue of dotted rhythms. As Dorottya Fabian and Emery Schubert acknowledge, this
subject has received considerable scholarly attention in the recent past,665 because
whilstthenotation isusuallyuniform, thesourcesoftenmentionthedesirabilityofnon
literal execution.666 Judith Schneider notes that the dot in Baroque times  was in
essenceawayofnotatingunevenness, elaboratingthattheamountoftimethedot
addedwasvariable.667 There is some commentary onthenotion of underdotting, in
whichthedottednoteisshortenedtoproduceamoreflowingstyle,butaccountsare
primarily concerned with overdotting  lengthening the dot for a sharper rhythmic
effect.668 AsNikolausHarnoncourtsummarises,dottednotationintheBaroque simply






























Thanks to itsexplicit form, theknowledgecanreadilybecometheobjectof reflective
attention for performers concerned to understand historical practice. Of course, as
explained in Section 4.2.2 (as well as in Section 3.6.5 of Chapter 3), via repeated
embodiment inpractice,overtimethisdeclarativeknowledgetransforms intoamore
profound experiential, tacit knowing and becomes engrained in the performers
subattention.Inthisway,theknowledgecanbeaccessedprereflectively,inresponseto
triggers, andexternalisedasaseeminglyintuitivedecision.Inanycase,becauseitcanbe






















Despite its undeniably fundamental position, however, it is essential to














bug. Thus, to speakof an affordance is to speakelliptically; an
affordance exists only in relation to particular organisms with
particularneedsandcapacities.678
Inamusicalcontext,StefanÖstersjö remindsusofthisrelationalqualitywhenhe















of thebody and the instrument.MerleauPontyprovides clarificationof this fusion
throughhiswellknownmetaphor:theblindmansstickhasceasedtobeanobjectfor
him,and isno longerperceived for itself.680 Parallels can,of course,bemadewitha












body, into an external object in order to breathe life into the instrument. As the air
crossesthebodysborders,andmovesintotheoutsideworld,parallelscan,ofcourse,be
drawnwith the voice,which is described byMladenDolar as a bodilymissilewhich
separatesitselffromthebodyandspreadsout,butontheotherhanditpointstoabodily




























selves, or can hear aspects of themselves  their emotional world  in the music.
Projection describes the process by which aspects from ones internal world are
transferred onto an external entity; introjection defines the process of absorbing
aspectsofanexternalentityintoonesinternalworld;685 andprojectiveidentification
explains the process bywhich an individual identifies with an external entity, having
projectedpartsofoneselfintoit.686 Losseffargues:throughajointprocessofprojection
ofpsychologicalmaterialfrommeinto[the]musicalobjectand introjection ofmusical
material intomypsychologicaldomain [,]musicalmaterialwillbecome inseparable
frommy psychological material.687 She continues to understand this coalescence by
drawingspecificparallelswithprojectiveidentification,wherebyitisbelievedthatthe
objecttakesonaspectsofthatselfandbecomesthosepartsoftheself;688 thepiece












Losseffs focus is upon the intimate entanglement of a musical work and the






stable,691 and exists through the unique interpretations of individual performers, an
instrument,too,enjoysamalleableontology,mouldedbytheparticularidiosyncrasiesof
each player. Performers cannot help but project aspects of themselves into the
instrument,whichcomestolifeonlythroughinteractionwiththeirbody.Abodyisnot
merelyatangibleobject,buttheembodimentoftheperformersexistence,thephysical
site of their very being, uniquely inscribed with personal histories692 and carrying
imprints of all that the individual has already done, felt, heard, and seen.693 The




process,atwowayprocessbetweensubjectandobject.694 Afterall, it ispreciselythe



















introjects aspects of the performers physical and psychological world, particularly
throughthebreath,whichIreiterateisnotmerelyaphysicalconstructbutafundamental
carrier of subjective expression. Simultaneously, as the performer introjects tangible
aspects of the instrument into his or her physicality, the corresponding intangible,
expressive attributes of the instrument are also introjected into his or her emotional





the other introjects and vice versa. I suggest, however, that not all projections are
introjected by the coagent, precisely due to the presence of resistances  the
unavoidable friction between the grain of the voice of the instrument and the
physicality of musical performance.698 Even Losseff, who earnestly believes in the
merging of twoworlds, insists thatwe cannot ignore the initial separateness of the









process of resonance (an affirmative phase in which instrumental possibilities are








introjected. In this lattercase, the introjectorhas notsimply ...overcomebut rather
learnt howtoplaythedynamicsof[the]resistancesofthat,whichwasprojected.702
These distinctions between resonance and critique, affirmation and denial,







the other. This engenders the coalescence of both agents; the formation of a united











between performer andmusical work. As Östersjö confirms, a fundamental form of
musicalinterpretationisthecomplexsetofinteractionsbetweenaperformer,musical
materials ...andtheinstrument.705
Musical decisionmaking is, therefore, partially determined by the relational









projections, such asphysicalaspectsofhis orherbody,explicit technicalandmusical
knowledge,andtacitfeeling) meetsthatwhichtheinstrumentaffordstheperformer(its
physicality and corresponding expressive possibilities), both in relation to themusical
material.Interpretationis,therefore,largelyshapedbythecollaboration,orintegration,
oftheaffordanceswithinthisparticularinterrelationship.
Furthermore, the very knowledge how to carry out these musical decisions
successfully on the instrument, also relies on this relational status. Simply consider
instrumental technique  a necessary component of performing an interpretation:
technicalproficiency isa formofrelationalandembodied,proceduralknowledgethat














performingandbeing intheworldas listening.708 Thecruxofthischapter isthat the









knowledge that underpin a performers expressive timing decisions (as explored, in
particular,inSection4.6).
Firstly, asPetersnotes,listeningtomusictriggersinvoluntarybodilyresponses,709




of motor behaviours are active in listening, including [for example] areas planning
laryngeal and tongue movement.710 Noting that covert implies an overt
counterpart,711 andthat,forIanCross,thecovertactivityinlistening ...isonthebrink
of overt action,712 Peters recognises possible externalisations of these subpersonal,
neuralprocesses:overtformsofreflexivebodilyactivity,suchassuddenjags,tapping,
finger twiddling or spontaneous acts of singing and dancing.713 Along with these
scientificallysubstantiatedphysiologicalresponsestolistening,Peterstalksofthewell
knownsensationofmusicalchills,714 termedfrissonsbyJerroldLevinson:715 apalpable
bodily reaction to music, especially when it is notably dramatic or intense. Most
importantly,however,Petersnotesthat,all ofthesebodilyexperiences,whethercovert
neuralactivity,overtunintentionalmovement,orfrissons
originate without tactile stimulation. One doesnt quite know
wheretheycomefrom,exceptthattheyarisewithinthemusical
experience; in this, they might be viewed as being as if
experiences.Differentlyput, onemight say that it is as ifwe
were touched, in somemysterious way, bymusic, not only in
terms of emotion, but also quite literally, in proprioceptive
terms.716















Peters develops the important notion of musics felt dimension, or socalled sonic




andmusicalgesturesfeel likegesturesandsighs.721 ForCox, thistactilequalitycanbe
explainedbyhis mimetichypothesis,whichholds that listening involvesmaking the
heard sounds for ourselves  an imagined participation [that] involves covertly and
overtlyimitatingthesoundsheardandimitatingthephysicalactionsthatproducethese
sounds.722 Coxclarifies: it isas ifweareacting acting inawaythat ismoreor less
isomorphicwiththesoundproducingactionsheard(andseen).723




























to imitate performing actions to a significant level of adequacy and intimacy.727 He
thereforeproposes:
soundproducing actions coming into play in bodily experience
areneitherprimarily thoseof the instrumental performers,nor












Beyond this, Coxs research into subvocalisation takes us one step further to
understandingourembodiedexperienceoffeltmusicalshapes aformofknowledge
that,asI showin Section4.6andinthecasestudy(Chapter5),ismostsalientinguiding
expressive timingdecisions.Subvocalisationcanbedefinedasones innervoice the
silent,internalspeechthatenablesthecomprehensionofwrittenandspokenlanguage
andischaracterisedphysiologicallybycovert,subvocalarticulation subtlemovements






















having to have ever played any of the various kinds of
instruments, to the extent that vocal sounds are acoustically
similartoinstrumentalsounds.733
Comprehending instrumental music through our embodied knowledge of the
voiceis,afterall,notanewphenomenon.Notonlyisitevidencedbytheexplicitparallels
drawnbetweenmusicandoratoryinBaroque musictreatises(asnotedin discussionsof
punctuation inChapter2),734 butit isreinforcedbycrossdomainmappings,whereby
vocal qualities are frequently used to describe instrumental sounds. For example,
instrumentalmelodies are often labelled cantabile,735 performers aim tomake their
instrument sing, andwindplayers talk of gettingnotes to speak.Given thesewell






















Cox, after all, identifies subvoalisationasoneof threeprimary componentsof
mimesis,whichherevealsbyreturningtotheimageofthemusicalsigh.Hestatesthat,
whenlisteningtoamusicalsighasperformedonanoboe,mimeticparticipationincludes:




concurrence of specificallysituated soundproducing actionimitation  that which is
associatedwith the instrument and the voice andoverall gestureproducing action
imitation,relatingtothegeneralviscera.Throughhisdescriptionofthelatter,Coxaims
to convey thatmimetic participation importantly involves something in the gut that
somehowmatchestheenergypatternofthemusic.737 InsummarisingCoxsargument,
Nancy Yunhwa Rao clarifies: mimetic participation involves imitating not only the
imaginedphysicalactionsthatproducethosesounds,butalsothephysicalactionsthat
thosesoundssignify.738 This canbe furtherelucidatedbydrawingonMark Johnsons
theoryofimageschemata.
4.4.3. ImageSchemata
According toMark Johnson, image schemas constitute apreverbal andprereflective
emergent level ofmeaning, basedon recurrentpatternsof bodily experience.739 As
explainedmostsimplyinChapter2 (Section2.4.2.1),similaritiesareforgedbetweenour
everydaysensoryandperceptual,embodiedexperiences,insuchwaythataparticular









grounding in embodied experience, image schemas exist across all perceptual
modalities,and,assuch,areatoncevisual,auditory,kinesthetic,andtactile.740
This,ofcourse,helpstoexplainourperceptionandexperienceofamusicalsigh.









of a much deeper, phenomenal embodied knowing that incorporates uncodifiable
aspectswhichcannotbefullyarticulated.
4.4.4. FeltEmotion
Recalling the close affiliation betweenmotion and emotion, the salience ofAffekt in
Baroque music treatises, and the rhetorical parallels between music and language 
concernsintimatelyboundwithinterpretativemicrotiming,asdiscussedinChapter2
the ensuing discussion focuses on the emotional quintessence of felt shapes and its
relationship with our embodied knowledge of expressive vocalisation. Indeed, by
understanding the emotional core of musical shapes, we move towards a deeper
understanding of this form of visceral, embodied knowledge that lies at the heart of
interpretativedecisionmaking.
Just like a sigh, the feeling of expressive speech, is a deeprooted form of
embodiedknowing.Asidefromthesubjectmatterandvocabulary,whichhavetheirown
implications, speech becomes expressive and can even gain a particular emotional
contentpreciselyfromtheparticularexploitationofvariousacousticelements,suchas






and I suggest that their affective properties are understood from an embodied
perspective, thanks to our bodily experiences that unite covert emotion and
correspondingovertexpression.
To clarify, just like a sigh (a vocalisation that arises from feelings of sadness,
yearning,tiredness,despairorrelief),expressivespeechisoften aprereflectiveresponse
toanemotionalstimulus.Asacatalyst induces anemotion inus,wefeel thiscovertly
within our body. Expressive speech is simply an overt externalisation. The feeling of
delivering the speech, of combining certain expressive devices, therefore becomes
inextricablyboundwiththefeelingoftheemotion.Forexample,thefeeling ofscreaming
in a fit of rage is directly associated with the feeling of anger, or similarly, that an
outpouringofgriefisunderpinnedbythefeelingofpain.Eveninapremeditatedspeech,
arisingviapreparationratherthanrawemotion,theoratornotonlyexploitsthepowerful
associations that have been forged between acoustic properties and emotional
expression,butheorshealsocannotescapeanyemotionalimpetusthatmaytouchhim
orherinthatmoment.Importantly,whenlistening tothesedifferentvocalisations,the
particular expression and its corresponding emotional content are recognised due to
imageschemata,derivedfromourembodiedexperienceofthesameorsimilarevent
of shoutingor lamenting, forexample.Viamimeticparticipation, including,of course,
subvocalisation, the body uses this prior experience to imitate the gestureproducing





inextricable ingredient of that gut feeling,743 the emotion could, in particular, play a
fundamentalpartintheamodal,visceral...exertiondynamic744 oftheexpression.There







inducedemotion745  anareathatliesfarbeyondthescopeofthisthesis however,I
simply argue that, thanks toboth thedirect correlationbetween covert emotion and
overtexpression,andthesubpersonal,bodilyprocessesofmimeticparticipation(which




Music, of course, exploits the same emotionallycharacterised devices as





























offeltmusicalshapes,itis indeed necessary toconsiderwhatexactlytheseshapesare
and,ofcourse,howtheyaffectaperformersexpressivetimingdecisions.JohnRinkhas
noted the importance ofmusical shape ... in the performers conceptualisation of
music anelusivebutelucidatorynotion ...temporallyconceived.749 Thiscommentfrom
Rink (whoexplicitlyacknowledges forward impulse, timingandshapeas the most
essentialconcerns750 ofaperformer)reinforcesthesignificanceoffeltshapesinterms
of both the performers experience and musical timing. Whilst Section 4.5 serves




music and score are understood in termsof our ownembodiment.752 As part of her
explorations,Asknesconsidersourembodiedexperienceofsadness:specifically,whatit
feelsliketobesad,andhowwecarryourbodieswhenwearesad.753 Shestates:wefeel
excessivelyheavyandsluggish,wesink together,our shoulders crouch,andourhead
falls;inotherwords,weexperienceourbodyintermsofdownwardmotion muchlike
thedownwardmotionof themelodic lines.754 Aksnes continues todrawconnections
betweenourembodiedexperiencesof sadnessandmusical shapesas she specifically
748 Peters,LettingtheBodyDecide,9.
749 Rink,Analysisand(or?)Performance,inRink,MusicalPerformance,36.














Recognising overt externalisations of felt emotions, she refers to spontaneous vocal
expressions of sadness and sobbing, noting sonorous similarities756 with falling
chromaticlines,757 andthedottedrhythm758 respectively.
Most importantly, Aksnes develops her argument for bodybased musical
meaning by proposing that wedrawupon these bodily patterns and reactionswhen
listening.759 Shesuggeststhatourunderstandingofmusicalshapeandemotioncanarise
notonly fromsimple recognitionofmusicsexpressivepropertiesbutalso fromour
identifyingwithandactuallyfeelingtheexpressivity ofthemusic.760 Inthisway,Asknes
implicitly recognises that felt musical shapes of sadness exploit the crossmodal
dimensionsofmimesisandimageschemata,drawingontheacousticpropertiesofthe






due to mimetic participation, which exploits our many, multisensory, embodied
























physical tension endure, the greater the impact of the ensuing relaxation (hence the
powerful effect of prolonging a dissonant appoggiatura to delay the resolution), and







verticalityand centerperipheryschemata)767  and isknownonlythroughthe lived
body:
risingmelodiclines,forexample,areoftenheardasanincrease



























of tension and release  our tacit understanding of the balance schema  influences




regard to our experience of felt musical shapes, it is important to consider the
interrelationship between the balance and the cycle schemata. Interestingly, Brower
notesthat,asprocessesorstatesrelatedbybinaryopposition,tensionandrelaxation,
alongwithupversusdown,inversusout,anddepartureversusreturn,reflectmany
ofourbodilycycles,suchas thealternationof leftandright inwalking, inandout in
breathing,backandforthinswinging.774 Browerillustratesthisrelationshipwithacycle
[that]takestheshapeofarepeatingpatternofpeaksandtroughs,suggestingclimaxes
alternatingwithpointsofrepose775  thecycleschema  asindicatedinFigure10.
Figure10.TheCycleSchema

















Chapter 2, following Epstein, I noted that cyclicity pervades our bodily and worldly
experiences.ThisisconfirmedbyMarkJohnson:
[w]e come into existence as the culmination of a reproductive
cycle. Our bodily maintenance depends upon the regular
recurrence of complex interacting cycles: heartbeat, breathing,
digestion, menstruation, waking and sleeping, circulation,
emotionalbuildupfollowedbyrelease,etc.Weexperienceour
worldandeverythinginitasembeddedwithincyclicprocesses:
day and night, the seasons, the course of life (birth through
death), the stages of development in plants and animals, the
revolutionsoftheheavenlybodies.778



















that the CYCLE [sic] schema serves to organize our experience of time,780 Browers




breathing to higherlevel patterns of waking and sleeping,
working and resting, we use these cycles to locate ourselves






represented in Figure 10), but as a circle, or a closed pathway.784 Brower draws




Whilst thespecific relationshipbetweenourembodiedknowledgeof thecycle
schemaandmicrotemporalnuanceshasbeen introduced inChapter2 (specifically in
termsofpunctuationorrestpointsandproportionaltempo)andisexploredindetailin
thecasestudy,atthisstageitisinterestingtodrawsomebrief,rudimentaryconnections
with musical phrases. Thanks to the crossmodality and subpersonal, bodily
underpinnings of image schemata, I contend that phrases are felt as temporally
delineating, cyclic patterns, the continuous flowand regularity ofwhich establishes a
sense of predictability or expectation, such as a series of fourbar phrases. Phrase
expansionsorcontractions,therefore,defyouranticipationsandarehenceexperienced














What is significanthere is that earlier ideas concerningexpectation inmusical
shape(suchthosedevelopedfromthe1950sonwardsbyLeonardMeyerandothers)786
takeonanewdimension:beyondpurelymentalcognitivemodelsformusicperception,
my argument (following the likes of Cox, Peters, Aksnes and Brower) is thatmusical
shapes and emotions are not only perceived mentally, but felt through embodied
cognition. Specifically, in drawing on Browers recognition of the cycle schema as a
significantcomponentofembodiedmusicalmeaning,aswellasonmyownexperience
as a listener and performer, I contend that musical shapes, and in particular phrase








andthe sourcepathgoalschema (orasIterm it,thepathwayschema),which, asnoted
inChapter2,organizesourexperienceofmotion,specificallygoaldirectedmotion.788
RecallingDavidEpsteinscommentthatmotionistheverystuffoftimeitself,789 aswell



















the fundamental line signifies motion, striving toward a goal, and ultimately the
completionofthiscourse.791 Thewayinwhichourembodiedknowledgeofthepathway
schema relates to our experience of pitch, thanks to the crossmodality of image
schemataandmetaphoricalprojection,isevident.
Each single step one takes can be viewed as an individual journey in itself,







also between the verticality, balance, cycle and sourcepathgoal schemata. These





gravitational energy; in diatonic music, for example, this manifests as a pull from
unstabletones,suchasthe7th orthe4th, upwardordownwardtothecloseststable







the verticality, balance and sourcepathgoal schemata. When she asserts that
[c]ompletionoftheIVIprogressionbringsintoplaytheCYCLE[sic]schema,andwithit
implicationsofclosureandcontainment,794 shealsoalludestothecontainerschema.795





Thanks to thecrossmodalityof imageschemata, in thesamewaythatexploringnew
territoryandmakingunusualdiscoveriescanbebothdisorientingandintriguing,wemay











Todraw togethermyexamplesof feltmusical shapes it seemsuseful to consider the











cycle schema, which underpin both overt physical motions, such as walking, and






and suggest an arching shape with steadily increasing tension
culminatinginapointofclimaxwithsubsequentsuddenrelease.
















by covert bodily and cognitive activity and draw on amultimodal array of embodied
knowledge  musicalshapes,entwinedwithandcocreatedbycorrespondingemotions,
arefeltbythelistener.Theseshapesareneitherpreciselydefined,norrigidlyfixed,yet
they are felt vividly within the body. The shapes predominantly take the form of
emotionallycharacterisedgesturesorexpressions,andjourneys,feltascyclesorarches,





I reiterate,here, that I amnotmerelyarticulating thecognitivist view thatwe
mightrecognisemusicalpatternsthroughmentalmetaphoricalprojections,cognitively
identifyingshapes(andtheircorrespondingaffectiveproperties) innotationorsound;
nor am I delving into the psychological complexities of emotional perception and







tounderstand their relevance to theperformer,and, specifically, toexpressive timing




knowledge influences a performers interpretative decisions; they do not intend to
address issuesof audience reception.Whilst theoriesofmimeticparticipation,mirror
neuronsandimageschematado,tosomeextent,suggestthattheremaybesomeshared
experience between performer and audience,801 and that we may well experience
musicalshapesintermsofsimilarembodiedimageschemata,thisrelationshiprequires
thorough investigation that lies farbeyond the scopeof this study.Afterall, justasa




felt shapes  a form of knowledge grounded in embodied listening  can influence
temporalexpressivityinperformance. Thisinvolvesconsidering theroleoftheperformer







engages the performer, only that the performer decides about
the continuation of a sounding shape. In other words, the
performerapproachesinherorhisinterpretationofascore,orin
herorhisimprovisation,notonlytheheardattributeofapassage,
but also the felt .... Decisions of this kind aremade and often
consolidated already at the rehearsal stage, which involves













adecisivedifferenceon interpretation. It iswith thebody that
suchshapesarefound,andconsequently,decisionstaken.805
We listenasweplaymusic;we feel theshapesaswecreate them.Whilst the
exploratorynatureofpracticelendsitselftoexperimentationwithdifferentfeltshapes,
providingtheopportunitytoconsolidateaninterpretation,orbetterstill,interpretative
possibilities, theperformercannotescape the impactof the feltmusical shape in the
moment, whichis,ofcourse,aninitiallyprereflectiveresponsetotheunfoldingmusical




making. Asnoted, shapesare feltpredominantlyascycles,archesand journeys,allof
whichhave ahighly temporal quality  recall thediscussionof temporallyorganising
containers andsuggestdirectionalmotiontowardsandawayfromaclimax.Assuch,
thefeltshapeplaysa crucialroleindeterminingthetemporaltrajectoryofthephrase,









toconsider theirovert externalisations.Whilstovertacoustic externalisationstakethe














sonic development were not only felt proprioceptively by the dancers, but, more
importantly,that[t]hesefeltshapeswere[also]presentenoughforthedancerstoorient
their movements on or even to give rise to movement.809 In considering potential
mappings between motion qualities and sound qualities, Peters most significantly
recognises moments that indicate an empathic correlation of sonically suggested
movementqualitieswith theiractualmovement, [where the]dancerswould feel that
they embodied the sound,meaning that theywould feel as if sonic andmovement
qualitiesmerged.810 Peterscontinues: beyondthequalities,theintentionalitiesofthe
twomovements(onesuggestedbythemusic,theothercontinuingthedancers)merged




















dancers, to investigate performing musicians. After all, I propose not only that a
musiciansperformativegesturesarisepredominantlyasexternalisationsofcovertfelt











require advanced technology to scrutinise correlations between overt gesture and
microtiming anavenueforfurtherresearch.Indeed,suchaformal,experimentalstudy
























which characterised the vastmajority ofmy gestures and coincided directlywithmy
interpretation of small musical shapes.814 These circular motions often occurred in
tandemwithbodilymovement forwardsandbackwards,which seemed to reflect the
direction of the musical phrase. Example 1, an excerpt taken from one of my
performancesofMichelBlavetsSonatainDmajor,showsbothmytrajectorialmotion
(00:16  00:21) and cyclic gestures (00:29  00:33). Whilst I initially discarded these
preliminary observations as simple, futile trivia, in retrospect, they appear most
significant. Having since come to understand the centrality of the cycle and pathway
schemata (and more specifically, cycles, containers, arches and journeys) in the
comprehension and felt dimension of music, it seems most plausible that my
performativebodilygesturesrelatedirectlytotheseschemata,andmoreimportantly,to
these feltshapes.By feelingthemusicalphraseasa journey, themotiontoand from
musicalgoalsisembodied,andexternalisedphysicallyandvisuallybytheforwardand
backwardmovementofmybody.Intimatelyentwinedwiththisdirectionalmotion,my
circularmovement (an embodiment of the journey as a temporallyorganising arc of
motion) simultaneouslydeterminesnotonly thedurationof thephrase,butalso the
subtletiesof thesonicmotion the temporalnuances.Afterall, thephysicalgesture,
itselfoneofmotion,takesacertainamountoftime:itisatemporalcontainer. Itseems,
therefore,thatthecycleandpathwayschemata worksynergistically,bothcovertlyand













Whilst the complexentwinementand cocreationof covert,overt andmusical
shapesmustnotbeforgotten,forsakeofclarity,Iprovideasimplified,linearexplanation
ofhowwemightunderstandtheforcesbehindexpressive timingdecisions:thecovert,
bodily processes of mimetic participation and image schemata underpin felt musical
shapes, predominantly of goaldirected journeys or arcs of motion, which inherently
encompassfeelingsassociatedwithdeparture,travel,tension,arrivalandrelease;these




musical correlate, hence determining expressive timing decisions. I firmly reiterate,
however,that,duetoactionperceptionloops,theovertphysicalgestureisdetermined
by the covert felt shape, which arises from the musical motion and corresponding
emotion;yet it is theovertphysicalgesture itself that indeeddetermines themusical
motioninthefirstplace.Forperformers,then,musicalshapesofmotionareatoncefelt,
foundandcreatedbythebody.
In my audiovisual analysis, I also identified instances in which there was a
momentarypausewithin myovertbodilygesture,whichappearedtobesuspendedup










More noteworthy, however, is the particular moment of resumption. I can
confirm,frommyfirsthandexperience,thatIsimplyrelyonapowerfulimpulsivefeeling,
anembodiedknowinginthatmoment,todetermineandcontrolthecontinuationofthe
physicalandsonicmotion. It just feelsright. Inowbelievethatthiscanbeexplained
preciselybyfeltshapes.Havingembodiedthemusicalphraseasajourney,orevenasa
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fundamental incontrolling theduration, trajectoryandexecution,and it is,ofcourse,
equallyimportantinshapingmusicalexpression,particularlyonwind instrumentssuch
astheflute.Thebreath itselfabodilycycleofinhalationandexhalation isanintegral,
unavoidable and inseparable part of the verbal andmusical utterance. By feeling the
shapeoftheexpression,thebreathisadjustedaccordingly,felt bythewholebody,not
justthelungs,andthisdeterminestheevolutionofthephrase.Byembodyingamusical








Havingnotedthecentralityofembodiedknowledge inthe interpretativeprocess, it is






order to create an expressive, emotionallyengaging and convincing performance. A
performer specialising in Baroque repertoire will, in order to inform his or her
interpretation,mostcertainlydrawuponexplicitknowledgeofthemusicalAffekts ofthe
time, alongside the wellknown rhetorical principles for persuasive, emotional
communication.However,he orshe isalsoinfluencedbythefeeling ofemotion,andof
impassioned expression  an embodied, tacit knowing, acquired through experience.
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Alongside both declarative and personal knowledge associated with emotion, the







knowledge, reflecting themoment atwhichdeclarative, codified knowledgebecomes




time as any interpretative decision that alters the notated time. Chapters 2 and 5,






[a]sweapproachanunstablegoal,we tend tomove toward it
with increased speed, tension, andanticipation.Upon reaching





GOAL schema onto the CYCLE [sic] schema,817 but I suggest that it also provides an
embodiedexplanationforourdesiretomoveorstrivetowardsthemusicalclimaxofa






The felt drive towards a climactic turning point (based precisely on our embodied












Baroque treatises, such as assertions from Quantz, in his essay from 1752, that
appoggiaturasareusuallyretardations,heldforhalfthevalueofthefollowingprincipal
noteor,ifthenoteisdivisibleintothreeparts,heldfortwooftheseparts.820 More
noteworthy, however, are the inherent associations with tension and release 











and relaxation (such as that inherent in the breathing process, or the clenching and
releasingofmuscles,orthedefyingofandsubmittingtogravitationalforce).
Nonetheless,asthepropositionalstringofwordsfromQuantzstreatiseextends
from the page into practice, becoming embodied in the performer, the explicit
informationinteractswiththetacitdimensionsofthecorrespondingfeltshape, andthe
uncodifiable aspects (the ineffable essence of taste, creativity and expression) are
discovered. Theperformerbegins to learn, through feeling, that the longerheor she
prolongsthedissonanceandtension,forexample,thegreatertheimpactoftheensuing







Related toessentialgraces, suchas theappoggiatura, is,ofcourse,extempore
embellishment thefreeandusuallyspontaneousadditionofmelodicFigures.822 Asa
tool thatenhances expressivecommunicationof themusicalcharacterand inherently
alters thenotated time, embellishmentmust be recognised as an important strainof
expressive timing. Informed by the explicit guidelines and examples of effective
ornamental patterns (such as those that fill Quantzs chapters on Extempore
Variations823 and on the Manner of Playing the Adagio824), as well as by tacit,
experiential knowledge acquired not only from listening to other performers
embellishments, but also viapractical experimentation, themusicianusually relieson
intuitiontoguidehisorherornamentationintheperformance,embellishingimpulsively
inthemoment.Thisrelianceonintuitionconfirmsthat,throughpractice,theknowledge








formsand can,of course,be reflectiveorprereflective, I suggest that, as extempore
embellishment both arises from and heightens the prevailingmusical sentiment, the
mostsignificanttriggerforornamentationisthefeelingofthemusicalexpression.This




epistemic interaction, and also reinforces the ultimate dependence of temporal
expressivity on felt shapes within the body, is the performance of notes inégales.





Indeed,musicologist Jacques Chailley notes the absence of a universalmathematical
rule,thenonmathematicalcriterionofcharacter,andtheconstantreferencetogood
taste.826 Itisaccepted,therefore,thatthespecificdegreeofunevennessbelefttothe







onthe naturalstressand lingeringof theFrench language,828 notes inégales havean
inherentlyvocal,flexibleandexpressivequality.Itispossible,therefore,thatviaimage
schemata,mimesis, and, in particular subvocalisation, the felt shapeof theparticular










Having notedways inwhich felt shapes (embodied knowledge grounded onmimetic
participation and image schemata) may influence temporal expressivity, we should
question whether decisions made on these grounds are wholly intuitive or in fact
intentional. To address this, I draw directly on notions discussed in Chapter 3 on





but one place at a time, this particular focus on deliberate timing decisions not only
preventsreflectiveattentionontheoverallfeltshapeofthegesture,butisalsolikely to
overrideanyalternative temporalnuancesthatwouldarisedirectlyfromsaidfeltshape.
If, on the other hand, a completely unrelatedmatter, such as an extramusical issue,
characterises the object of attention, expressive timing relies exclusively on the pre
reflective working of intuition. Whilst the subattentional felt shape and the
corresponding temporal trajectory could certainly be exploited, this cannot be
guaranteed, due to the inherently unpredictable nature of intuition, which has the
potential to travel any route of the performersweb of knowledge. Of course, if the
particularfeltshapewasaprominentfeatureofthepreparatoryprocess,exploitedwhen
consolidating interpretative possibilities in practice, and favoured as a preferred






Finally, itmust benoted that, if theperformers reflectiveattention is, in fact,
focused on the overall felt shape and concomitant emotion of the phrase (a general
reflectivefocus;theprerequisiteforflowtranceviaabsorption),intuition,guidedbythe
very object of attention (the overarching felt shape) prereflectively exploits the







affording flowtrance  the optimum cognitive state for performance (as argued in
Chapter3,particularlyinSections3.4.2and 3.7.2).
Tosummarise:intheactofperformance,whenmusicianisbothperformerand
listener, subpersonal processes ofmimetic participation and embodied knowledge of






Mark Johnsons theory of image schemata, the more specific, explicit theoretical
correlateofthisexperiencecouldalsobecometheobjectofreflectiveattention,as,for







entanglement, between explicit musical knowledge, tacit embodied knowing, image
schemata, mimetic participation, triggers, reflective attention and prereflective,
subattentionalintuition,underpinsfeltshapes,whichultimatelyreignsupremeinguiding
temporalexpressivity.Consideringthefocusofthisthesisonexpressivetimingwithinthe




Whilst emotional communication is, of course, the primary objective ofmany
musical performances,onecannotdismiss (asnotedthroughoutthisthesis) theamplified
insistencein the Baroqueperiod thatthemusicianbeguidedbyemotion.Toprovidean
elucidatingexample, theperformance instructions in Quantzs treatiseare completely
saturatedwith references to sentiment829 and passion,830 whichhementionsmore
than fifty times throughout his essay.Whilstwe cannot be certain of the nuances of
meaninginQuantzsuseofthesewords,inparticularwhetherheisreferringtoemotion
perceptionor induction anareaof research thathas receivedmuchattention since
Quantzs time, especially in regard to cognitivist andemotivist perspectives  what is
significanthereisQuantzsundeniablereferencetostrongemotionalengagementwith









position incontemporary theorywithanycertainty, it isnonethelessnoteworthy that
these imitativeconnotationsarereinforcedwhenQuantzstatesthat, if theperformer
doesindeedfeel theemotion,hisexecutionwillalwaysbemoving,833 and similarlythat,
without being moved yourself, you cannot move others, and the performance will
consequently be poor.834 Quantzs description of being moved could be explained






















require some critical consideration. Firstly, it is impossible to determine whether
Quantzs description of being moved relates specifically to a musicians experience
duringaperformanceitself,orrathermoregenerallytotheirexperienceofbeingmoved,
at somepoint, by themusic. After all, someperformersmay not feel moved in the
momentofperformance(perhapsduetoperformanceanxiety,oradesire forutmost
focus and control); yet the performance may still move members of the audience.
Indeed, my comments on effective and convincing performances, as well as the
concomitant allusions to an implicit, imitative connection between performer and
listener experience, are based on a creative synthesis of reflections on my own
performing experiences, theories of consciousness, information processing and
embodiedcognition,andmyinterpretationoftranslatedeighteenthcenturywritingon
music. Whilst the imitative essence of mimetic participation and mirror neurons, in





Having considered the limitations ofmydiscussion, Iwish tomake some final
speculations,byproposingthatfeltshapesandemotionscouldbetheveryanswerto








elusive requirement for effective performance, as insisted in most Baroque music




the difference between thinking in geometrical or mathematical terms and thinking
whichissensitiveandfulloffinesse.Thelatter ...themusiciansofthetimecalledgoût
[or taste].838 Not only does Borrel associate nonmathematical and expressive
approaches to temporalmanipulationwith taste, but his particular use of the term
sensitive  directly related, of course, to the word sentiment, which fills Baroque
writingonperformance isaderivativeoftheLatinsentire,meaningtofeel,839 and
thereforehasinherentassociations,onceagain,withthefelt dimensionofmusicalshapes






















offsets and interonset intervals) would not, in itself, elucidate the issues under
interrogation. Objective,quantitativedatawouldbereductionistinacontextfocusedon
the multidimensional, subjective, qualitative processes that this thesis aims to
understand. The complex and dynamic interrelationships between attentional states,
knowledge, embodiment, epistemic interaction, felt shapes, intuition and temporal
expressivitysimplycannotbescrutinisedinisolationoratadistance.Thesephenomena
mustbeconsideredconcurrentlyandecologically throughmeasures representativeof
their entangled, interrelational existence. The onlyway to truly understand issues of













and convincingly, but it also eliminates any interperformer compromise, allowing
maximum interpretative freedom,which is, of course, ideal for a study of expressive
timing.Indeed,byreducingrelationalvariablesandcomplexity,thisminimisingofagents
affords greater ease and reliability to both reflective and analytical pursuits, in turn
leading to a more definitive and authoritative discussion of the interrelationships
between temporal expressivity, phenomenological experience and individual webs of
knowledge.
Secondly,withitsverytitleinherentlyevokingconnotationsofdreamlikefantasy









foundation for exploring the way in which explicit information interacts with tacit
understanding.Finally,asanewpiecethatIhadnotyetstudiedorperformed,asapiece





























discussion, itoffersanothermediumthroughwhichtopresentmyworkthat isa little
truertomultidimensional,experientialpracticethanwordsare.Afterall,asHannulaet
al. insist, certain issues simply demand ways of expression that are not exclusively
propositional844 andbenefitfromusingthelanguageoftheskillitself.845 Inthefamous
wordsofHansChristianAndersen:wherewordsfail,musicspeaks.846
Whilst the benefits of videorecording are patent, its disadvantages and
limitationsmustalsoberecognised.Indeed,itcouldbearguedthattheverypresenceof













this awareness cannot be avoided, I believe that it had negligible influence on my
practice,whichIconductedasnormallyaspossible. Itisimportanttoacknowledgethat
thedefiningattributeofarecordingitself thefixationofapermanent,repeatableand
tangible artefact  opposes the very essence ofmusical practice, interpretation, and
performance: realtime, live activities, characterised by spontaneity, transiency,
flexibility, intangibilityand irreproducibility.RobinNelsonagreesthat therecording is
alwaysinonesenseareconstructionandnotthethingitself.848 Unfortunately,itmust
be accepted that the situated, circumstantial immediacy of performance, contingent
uponsituationalknowledgeand relationshipspaces849 inthemoment,willalways lie
beyond the confines of recordings. Finally, it is important to recognise that video
recordings, as Williams comments, cannot capture what goes on inside:850 in
themselves, they cannot disclose the covert processes that underpin phenomenal
experience theveryprocessesthatare,ofcourse,central tothisthesis.
In ordertogainabetter understandingof whatgoesoninsideand penetrate
the covert underpinnings of my interpretative decisionmaking (such as processes of
epistemic interaction), my thoughtsduring practice  thatwhichDonald Schön terms
reflectioninaction(thinkingwhiledoing)851  werevoicedassoonastheyenteredmy
attention, allowing them to be instantly documented in the videorecording. Jane
Davidson calls this the talkaloud protocol852 and, similar to the running


















attentional focusatprecisemoments in time tobe recordedalongsidecorresponding
musical experimentation, which, in turn, enabled valuable connections to be made
between my cognitive state, particular details of knowledge and specific musical
decisions: examples of this technique in practice are drawn on in the case study.













recurrent bending back that keeps the research process dynamic.862 Mareli Stolp
summarises: reflexivity is the facilitator of a dialogue, a dialogue which could be
interpreted as interactionsbetweenembodiedexperience (generated throughartistic
practices),andprocessesofthinkingthroughtheseexperiences.863
In addition to these realtime verbalisations of the reflexive process, detailed
supportingcommentswerenotedinalogbookimmediatelyaftereachpracticesession.















affordedauthenticmaterial fromwhich thediscussionsof this chapteremerged.Asa
naturallymeticulousdeliberator,theseactionsdidnotdisruptmypractice:Iamusedto
debatingmy interpretative considerations and keeping a practice diary. Nonetheless,
whilstthesequasiinstantaneous, verbalexternalisationsofbothmyspokenthoughts
inaction andmywrittenthoughtsimmediatelyafteractionendeavourtoconfrontthe
problems of retrospection, they cannot escape the inherent issues. It is, of course,
undeniable that translationofany kind involvesacertaindegreeofmodification.This





explicit, reflective articulation has, in fact, not only confirmed but also clarified and
refinedmythoughts.JimButleragrees: throughsuch processes,ideasarelinkedtowhat
isalreadyknown,relationships ...areestablished,ideasandfeelingsaretestedfortheir
authenticity, and thus new ... knowledge and understanding are established.865 This




















thereto, are based on my own musical intuitions, understandings, motivations and


















therefore, thatsubjectivity infiltratesmymethodology;yet theconceptofsubjectivity
itselfofcourseliesatthecentreofmyresearch.Mymethodologicalprocess,therefore,
allows me to immerse myself in and hence better understand this very issue. As
qualitative research specialist Johnathan Cook recognises, reducing subjectivity is
contrary it its purpose.867 This leadsme to argue that the categorisation ofmatters
related to phenomenological experience indeed benefits from a personallydriven





approach. In thewordsofLindaFinlay, subjectivity inresearch is transformedfroma
problemtoanopportunity.868
5.2.3.PlayingwithTheoryinPractice










communication, focusing simply on expressing the feltmusical




order to explore the different phenomenal experiences of various cognitive states 
different intensities of concentration and angles of focus  alongside the respective




embodiment, intuition, interpretation and felt shapes are hence brought together,
experienced concurrently, and therefore experientially connected as a result of the
initiallysimpledecisiontoaltermyattentionalfocusinpractice.Suchamethodological








casestudy: it isnotan investigation intohistoricalauthenticity; it isanexplorationof
interpretative, epistemicprocesses. In thisway, the instrument itself is not aprimary




interactive processes would be fundamentally comparable. After all, it must be




pronounced, it is neither the specificities of the epistemic content nor the resultant
interpretativeproductthatissignificanthere;itistheprocessthatisofinterest,andthis
canbestudiedbyplayingtheBaroqueorthemodernflute.
Secondly, it is important to reiterate that I specialise in the performance of
Baroquemusiconthemodernflute.Havingonlyrecentlybecomeacquaintedwiththe
Baroqueflute(incomparisontomymanyyearsofplayingitsmoderncounterpart),my














shownin Appendix4.Itisfromthistablethat theexamplesinSection 5.3 aredrawn.By
juxtaposing descriptions of specific timing manipulations alongside their underlying
motivations, corroborating primary source evidence, and other explicit and tacit
knowledgethatinfluencedtheinterpretativedecisions,thecorrelationsbetweenthese
mattersbecomemanifest.
To explain the configuration process, the column titled What explains the
particularwaysinwhichmyinterpretationsalterthenotatedtimeofthemusic,alongside
the corresponding bar numbers. Detailed answers to Why these timing decisions
transpire immediately follow, before subsequent classification according to their
GeneralPurposeor Effect, forwhichthreeprimarycategorieshavebeen identified.




arrival at a goal; and 3) the relaxation of motion after having reached a goal. This
particularclassificationsystemofgeneralpurposesandeffectsiscertainlynottheonly
possibility, and it is by no means exhaustive. Frankly, the chosen categories most
successfullyencompassmyprimarymusicalmotivationsforthesespecificexamplesof
expressivetiming,whilstalsocoincidingperfectlywiththeprincipalthemesandoverall











ornament and the succeeding semiquavers (as demonstrated in Example 3), was an
initially prereflective and subsequently reflective decision made fundamentally to
connect the semiquavers and trills as one decorative gesture. This timing decision,
however,alsocreatesagreatersenseofmotion,abuildingofmomentum,towardsbeat
oneof the followingbar, aswell as offering abriefmomentof decorativebeauty, of
relaxedandfluidgentlenessamidstthebolderoverallAffekt.Forme,thedesiretounite
the ornamental gesture was greater than any compulsion to maintain the majestic
character,whichcouldarguablybeupheldwithaprolongedappoggiaturaandamuch






and retrospectively articulated) is listed first, before any significant secondary
motivationsorbyproducts.
These interpretative timing decisions and causal incentives arise from
somewhere.Theymustoriginatefromknowledgeofsomesort.Bydelvingintomyweb
of accumulated knowledge, I have, therefore, with the support of my theoretical
backdrop,endeavouredtoidentifysomeofthespecificstrainsofknowledgethatfuelled
my interpretive motivations and ultimately led to my expressive timing decisions.








to note thatmost of this explicit informationhas become sodeeply engrained inmy
subattentionthatitinducessomewhatautomaticorprereflectivereactionsinresponse
tomusicaltriggers (theprocessdiscussedinChapter3).Nonetheless,duringinstancesof




This tacit response certainly developed from absorbing propositional knowledge of
rhythmic alteration from eighteenthcentury music treatises (examples of which are
providedinAppendix4),alongsideextensivepracticalexperienceofthisstylisticissue.To
giveoneclearexample,amongstthemanysources ofpropositionalinformationonover
dotting in directconnection to the FrenchOverturestyle is thearticle Ouvertüre,by
JohannPhilippKirnberger(apupilofJ.S.Bach)andJohannAbrahamPeterSchulz(apupil
ofKirnbergerandC.P.E.Bach)  amongthemostdetaileddiscussionsofthatgenreto




it, the steps [beats] are slow, but embellishedwithmany little
notesthatmustbeplayedinafierymanner. ...Themainnotes





Francesemarking in themusic  an explicit trigger  but alsobecause I intentionally
concentrated on perfecting my bold, rhythmic characterisation. Reinforcing the










temporal impacts. In doing so, I recalled specific Baroque information concerning
preparatorynotesandspeedsofoscillation,inrelationtothedecorative,harmonicand
structuralqualitiesoftrills,andfoundthatthis confirmedmyintuitivemusicalresponse.
In particular, by recalling Louliés description of prepared and unprepared trills, my
interpretationswere justified:
[w]henthe Voiceremainsappreciable onthelittlesoundofthe






by Tosis remark that on final Cadences, it [the preparation] is always necessary874
(again,thisisevidentinFigure15 andcanbeheardinExample 5),aswellasbyCouperins
descriptionoftrillsbegin[ning]moreslowlythantheyend,875 andMarpurgsexplanation
of a slow beating [that] increases by a kind of gradation876 (see Figure 14 and
Example 3). Inmypractice,therefore,Icriticallyreflectedonmynatural,prereflective
execution of trills, alongside issues of timing, Affekt and explicit knowledge of
unprepared,decorativetrillsandprepared,cadentialtrills.
Figure15.Bars1314:Structural,PreparedTrill
Therefore, whilst precise quotations were located and compiled into the table after












during practice, perhaps because of my determination to unite theory and practice,
exploiting explicit knowledge,where appropriate, to suggest, enhance and justifymy
interpretations.Indeed,duetotheexclusiveandsingularfocusofattentionatanygiven
moment,muchofthisexplicitknowledgewouldalsohavebeenaccessed prereflectively
frommy subattention, atmomentswhen itdidnot fall directlyunder theattentional
spotlight.Atothertimes,Ispecifically endeavouredtoforgettheinformationIhadbeen
contemplating, or at least to entrust it to my subattention, because my intense





have been accessed prereflectively via subattention as a particularly familiar
interpretativeroute.877
TherewerealsomomentsduringmypracticewhenIcentredmyconcentration
on the tacit feelings that were stimulatingmy temporal expressivity: the strong, felt
shapes.Thesecovertshapes were induced,ofcourse,bymusicalshapes,mostoftenas
reactions to particularly salientmusical features, such as sequences, voice leading or
prominentharmonicprogressions.Theywere allied, therefore,withexplicitcorrelates
listed intheadjacentcolumn inTable1.Thissuggeststhat,aswellasbeingrooted in
mimetic participation and image schemata, which draw on a range of embodied
experience(asexplained inChapter4,Sections 4.4 and4.5), thesetacit feelingscould
alsooriginatefrom, oratleastbecocreatedby, explicitknowledge that,viaaprocessof









An example that effectively exhibits the ambiguous distinction, fluid transition and
intimatecorrelationbetweenpropositionalinformationandtacitfeeling (asdiscussedin
Chapter4) concernsbeathierarchy. Indeed, as alluded to inChapter2, the notionof
strong and weak beats is perhaps one of the most crucial elements of Baroque
performance practice: a topic pervading themusic treatises of the time. Quantz, for
example, in hismonumental essay,On Playing the Flute, analyses numerousmusical
examplesintheseterms,notingthatyoumustadjustyourtonguingorbowinginsuch
fashion thatyougiveeachnotegreateror less stress878 evenwhen,according to the
notation,theyseemtohavethesamevalue.879 Of course,moderninstrumentsgenerally
enjoy a greater dynamic range than their Baroque counterparts and can therefore
engenderemphasissuccessfullythroughdynamiccontrast. Duetotheinherentdynamic





which the sonic value is diminished by filling the remaining durationwith silence. As























note length, explicit knowledge of beat hierarchy, embodied knowledge of image
schemata, and attentional states (the latter determining the ways in which these
differentformsofknowledgeareaccessed).
5.3.2.2.Beat3: ItsExecution
To elucidate these issues of hierarchy in practice, let us consider bars 3 and 14 as
examples.Firstly,itisessentialtonotethatthewellknownpracticeofoverdotting(a
characteristic feature of the French Overture Style) immediately alters the notated
rhythm by prolonging the dotted notes through sonic extension or rest insertion,
subsequentlyshorteningtheensuingquaversorsemiquavers.880 Morenoteworthythan
mymereadherencetothisbasicprinciple,however,ismyhierarchicalinterpretationof





This particular timing decision, arising prereflectively via subattentional intuition,
consequentlycreatedonlyone strongbeatinthebar,onbeat1(ascanbeseeninFigures
Figure17 and 18,andheardinExamples6 and7,respectively).
Figure17.Bars34:OneStrongBeatperBar
Figure18.Bars141:OneStrongBeatperBar
After reflectively recalling primary sourcematerial stating that fourpartmetershave
twostrongbeats,namely,thefirstandthethird,881 andthatthesecondstrongbeatis
alsoplayedwithemphasis,882 Isubsequentlyexperimentedwithtemporalmanipulation,
lengthening the sounding duration of the dotted quaver on the third beat to give it
greateremphasisthanbeats2and4,hencecreatingtwo strongbeatsperbar:thiscan
beheardinExamples8 and9,andseeninFigure19 and20.Thisofcoursedemonstrates


























inspire durational emphasis, as a means of reflecting the dissonant quality of the
diminishedharmony.Nonetheless,myexperienceoftheunderlyingharmonicdriveto
thedominant,aswellastheincreasingspeedoftheharmonicprogression(asimpliedby











Identification of correlating propositional, musical knowledge (concerning harmony,
voiceleading and harmonic progression) simply transpired as explicit, theoretical and
reflectivejustificationforthetacitfeltshapesthatprereflectivelyguidedmyseemingly
intuitive interpretation  an interpretation that, I contend, is ultimately based on an
interactionofembodiedknowledgeofthepathwayschemaandembodiedknowledgeof
musicalharmony.Moreover, myinitiallysimpleexplorationofarticulationinthesetwo
short passages revealed the hugely influential quality of note length.Most simply, it
becameclearthataprolongednotelengthamongstnotesofshortervaluecreatesnot
only hierarchical emphasis but also a notable feeling of arrival at amusical goal, and




point here is the significant interrelationship betweennote length, hierarchy and the
pathwayschema(asillustratedinFigure24),andthereforebetweenexpressivetiming






withmy initial intuitions and supported by explicit knowledge, a light, unemphasised
executionof beat 3 conveyed mymusical intentions for bars 34 andbars 141most
effectively (as shown in Figure 17 and 18, and heard in Examples 6 and 7). This
interpretation,ofcourse,adherestothefact thatthedownbeat is thefirstandmost
importantnoteinameasure,883 yet,moreimportantly,ithighlightsthat,whilst fourpart
metresoftenhavetwostrongbeats,884 ultimately,asTürkexplains,emphasisdepend[s]






the tonic to the dominant or from the dominant to the tonic (Türks final point). By
recalling Türks comment from his eighteenthcentury treatise, I gained explicit
justification formy expressive decisions: a reminder of the dynamic entanglement of
knowledgeandinterpretation.
It is,however,essential toacknowledgethatthe likelihoodofperformingeach
dotted quaver in the bar with exact durational equality is negligible, and, in fact,
undesirable.Expressivenuancesare,ofcourse, inherentlyandpositivelyflexible.They
will vary on every occasion, not only due to the innate uniqueness of any musical





different interpretative possibilities and the related supporting knowledge. It is, of




Afterall,inbar14,thefallingsequencebegins onbeat 3(asopposedtothesecond beat
in bar 3), and on the note A (the dominant) itself: compare Figures 20 and 21. The
dominanttonic progression is, therefore, explicitly delineated by the melodic line: A
falling toD. It is hence possible that this demarcationmay be subtly reflected inmy
execution,highlightingthedominantandtheonsetofthedescentwith aneversoslightly
prolongedthird beat.Frankly,differentstrainsofknowledgeareaccessedondifferent
occasions, as a result of a performers recent interpretative exploration, his or her
cognitivestateandattentionalfocus, thesituationalknowledgeofthe moment, andthe
uniquely unfurling musical narrative. Most importantly, this discussion highlights the
interpretativeflexibilitythatexplicitknowledgeoffers.Propositionalknowledgeneither
demands nor generates one exclusive or unanimous outcome. It offers a variety of
interpretive possibilities thatmust bemoulded by an individuals unique experience,
feelingandtacitknowing.This,initself,issomethingthatwemightwellalreadyknow:it
isan inherentpartof the interpretativeprocess,experiencedby allperformers.Quite
howthese formsofknowledge interact toengenderaparticulardecision is,however,
whatmyresearchshows.
5.3.2.3.NoteLength:AMeansofUnitingGesturalUnits







noteheads), before beats 2 and 3 act as fading repercussions or reverberations and




Incontradiction to theconsistencyof rhythmicnotation,modificationsofnote
lengthareemployed inmyinterpretation,inordertoconnectthegesture together asa
singleentityandexpressthetrajectoryofagoaldirectedjourney,conveyingmotionand
delineating arrival in accordancewith the pathway schema. Simply, themany dotted
quavers  notationally equivalent  enjoy varying sonic durations depending on their
function.Thefinaldottedquavers ofbars6and7unsurprisinglyaregiven arelatively
short note length, fulfilling their role as light upbeats leading to beat 1. The dotted
quaversonthedownbeatof bars7and8havethelongest sonicvalue,highlightingtheir
identity asmusicalgoals,beforethemotionrelaxesthroughthe secondand third beats,
whichgentlycompletetheshapewithmuchshorter,lightlyarticulateddottedquavers
and, therefore, greater use of silence. These different note lengths, serving to unite
gestural units, canbeheard in Example 11,whichbeginswith theupbeat intobar7.
Furthermore, the video in Example 12 (whilst not reflecting the light upbeat that
characterisesmylaterandpreferredinterpretation)evidencestheveryfirstmomentin
whichIreflectivelyrespondedtothesetriadicshapes,feltcovertlyasunitedgestures.
This manipulation of note length as a means of connecting individual notes





thebar anotably short sonicduration, even though theyhave the longestnotational
value.Whilst of course falling on a weak beat in terms of musical hierarchy, these
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seen in Figure 27). Indeed, thanks to sequential repetition and delineating rests, the
conspicuousphrasesinbars 46reinforcemyfeltexperienceofthecrotchetonbeat2as







isnot realisedinperformance. Asmyinterpretationsonicallyexternalisesmyfelt sense




To clarify the relationship between my temporal decisions, knowledge, and
attentional states, it should be noted that, whilst these shapes in Figure 2529 were
vividly felt covertly, and sonically externalised thanks to my intuitive timing
manipulations,explicit theoreticalknowledgefrommusicalanalysis(includingknowledge
of phrases, sequences, and repetition) was recalled, in order to accredit my tacit
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interpretation  to justify the felt shapes and my corresponding expressive timing
decisions.Thisofcourseremindsusoftheinteractionbetweenthetacitandtheexplicit;
betweentheprereflectiveandthereflective.
Figure 2529 clearly demonstrate that notational durations can be effectively
manipulatedinordertoconnectindividualnotestogetherasoneunitedshape.Further
examinationoftheseexamples,however,revealsadditionaltemporalissuesthatmust
be considered. Returning to bars 68 (Figure 25), it is important to recognise that, in
additiontomyinterpretativemodificationsofthedottedquavers,thisparticularexample
infactdemandsalterationofthenotatedtime.Aswritten,beats1and2ofbars7and8
exceed their allocatedvaluebyaquaver, renderingbothbars too longbyonewhole
crotchet. The existence of bars in which the sum of the written note lengths is
theoreticallyincorrect,failingtocorrespondwiththetimesignature, is notuncommonin
Baroque repertoire.Thefollowing excerpt(Figure30) fromthefirstmovementofMichel
Blavets SonataNo. 4 inGminor (La Lumague)886 is a good example (note that this
movementisincommontime).
Figure30.ExcerptfromSonataNo.4byMichelBlavet
Each circledbeat is too longbyone semiquaver andmust, therefore, beexpressively
adaptedinperformance.
Due to limitations of printing in the eighteenth century, dotted rhythms and
complex rhythms, such as writtenout ornamental flourishes, were often notated
imprecisely,withtheveryexpectationthattheperformerwoulduseexpressiveintuition












notated rhythms accommodate themselves to the basic metre required by the
composer.890 Evidently,inthecaseofFigure25, Telemannsimplyexpressesthedesire
for a dotted note, followed by a decorative flourish of short notes leading to the





demand further attention. It is interesting to note that my initial, prereflective
interpretationherecreateda rather ineffectivehierarchical imbalance.A felt senseof
arrival at the top of the decorative flourish resulted in a somewhat untasteful and
unstylisticemphasisonbeat4,renderingthedottedquaversofbeat4andbeat1equal.



















the resultsofwhich canbeheard inExample13.Whilstof coursedemonstrating the








beat 1. It is fundamentally because of this superimposition of musical journeys that
gradationsofexpressiveemphasisarenecessary,inordertoconveyvaryingdegreesof
motiontowards,arrivalat,andrelaxationawayfromgoalsofdifferingimportance.
Another noteworthy observation within this passage concerns the
demisemiquaver rests. As evidenced by Example 16, I experienced the notationally
equivalentrestsinbars4and5differently:theyseemedtohavecontrastingfunctions,
characterisations and therefore slightly different durations. Not only did I feel these
differentdegreesprereflectively, thanks tomydeeprooted,embodiedknowledgeof
punctuationandgrammar(bothverbalandmusical),butIsubsequentlyrecalledexplicit
primary source information to reinforce my intuitions, bringing knowledge that had



























musical punctuation. Undeniably, this richness of epistemic interaction played a
fundamentalroleinmytemporalexecutionsoftherestsinbars4and5.
















manipulationof rests.Drawingparallelswith speechand, inparticular,ourembodied
experienceofspeaking,therestscanbeinterpretedaspunctuationmarks inherently
flexible, clarifying and expressive. In practice, this deeprooted embodied knowledge




experimentation with the number of strong beats per bar, and provoked especially
detailedexplorationofthevariousinterpretativepossibilitiesthatarisefromostensibly
simple knowledge of beat hierarchy. It is of course most apparent from the above











tacit feeling that confirmed one particular framework of hierarchical emphasis:many
216
interpretationsfeltequallyright.Icouldnotrely,therefore, onthedeterminationofany
one pieceofexplicitknowledge,noronaparticularlycompellingtacit feeling. Ihence
experimented thoroughly with different emphases and their varying affects, whilst
simultaneouslydrawingonawealthofexplicitknowledgeconcerningmusictheory,such
as harmony and voiceleading. Indeed, in instances of heightened interpretative
uncertaintyandpossibility,aparticularlyexploratoryprocessofmusicalexperimentation
and explicit epistemic recollection facilitates the consolidation of convincing
interpretativeoptions.








length. On the other hand, I could noticeably accentuate beat 3 to highlight the







concerns the impactofbar11and the intensificationofmotion. Inbar11,Telemann
breaksthepatternhehasestablishedinbars9and10bypostponingthearrivalofthe






35.Themoment I reflectively realised thiscyclicexpansionduringmypracticecanbe
seeninExample20.
Figure35.Bars812:ChromaticVoiceLeadingandCyclicExpansion
Having explicitly recognised Telemanns compositional development, highlighting the
deviationfromtheexpectedcourseofthejourney,thedelayingofthegoalarrivaland
the cyclic expansion, I accentuate the chromatic voiceleading from bar 1112 by
emphatically lengthening beats 1 and 3, creating two strong beats in bar 11. After



















beats per bar via note length (a matter of timing), this example demonstrates the
practicalapplication ofknowledge,whilstsimultaneouslyreinforcingtheimportanceof





note length to connect notes together as a united gesture and to express different
degrees of motion, delineating journeys towards and away from goals of varying
significance.Furthermore,theyhighlighttheinteraction,complementarityandmalleable
divide between the explicit and the tacit. Interestingly, this epistemic fluidity is
epitomisedbythenotionofprocedural knowledge(noted inChapter4) amarriageof
codified technical knowledge that has become absorbed and embodied, and
correspondinguncodifiableactionalandrelationalknowledgeoftheinstrument,gained
only by doing. Indeed, it is important to recognise that, in addition to the specific





It is evident from the above discussion that the cycle schema and, in particular, the
pathwayschemaplayanimportantroleinguidingmyinterpretativetimingdecisions.To
prove just how integral embodied image schemata are in musical performance, the
openingfewbarsofFantasiaNo.7willberevisited.
AsdiscussedinChapter 2(Section2.4)and Chapter 4 (Section4.5),thereisaclose
affinitynotonlybetweenthecycleandpathwayschemata,butalsobetweenacycleand
amusical phrase, bothofwhichact as temporal containers, mark[ing]off ... unitsof
219
time.899 With this in mind, the opening phrase of Fantasia No. 7 can certainly be
conceived, and indeed felt, as one overarching cycle and, correspondingly, as one
journey,travelling,fundamentally,fromthetonictowardsthedominant(thegoal).This
is illustrated inFigure37 below andinExample23,the latterhighlighting thephysical
manifestationofembodiedknowledge.Indeed,theforwardmotionofmybodyindicates
thatthegoaldirectedtrajectory(embodiedknowledgeofthepathwayschema) isnot












These smaller journeys loosely follow the regularity of the bars  another means of





Interestingly, the first twosubcycles inFigure38 eachcompleteanotable journeyof
tension and release (thebalance schema) as theharmonic progressionof IVI (or












In terms of the goaldirected trajectory of the subcycles in Figure 40  the pathway
schema Iarguethattherearetwo interpretativepossibilities:thegoaltowardswhich
eachsubcyclestrivescouldbeeitherbeat3(midcycle)orbeat1ofthesubsequentbar
(at the end of the cycle). As mentioned when discussing Figure 21, the underlying
harmonicdrivetowardsthedominantandtheprominentvoiceleadinginbars34leads
metoexperiencebeat1ofbar4asthegoalofthethirdsubcycle.Thefirsttwosub
cycles could similarly travel towards beat 1, in order to establish a clear hierarchical
framework fromtheoutset.Thiswouldhighlight the firstbeatof thebaras thegoal,
creatingcyclicregularityandofcourseresonatingwith(orsubattentionallydrawingon)
myexplicitknowledgethatthefirstbeatofthebarassumeshierarchicalprecedence.This











[a]sweapproachanunstablegoal,we tend tomove toward it
with increased speed, tension, andanticipation.Upon reaching
900 FriedrichWilhelmMarpurg, inDonington,TheInterpretationofEarlyMusic,244.
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returns to thetonic.This interpretationwould,ofcourse,correspondcloselywith the
balanceschema,throughwhichthefirsttwosubcyclescompleteafulljourneyofrepose
tensionrepose (IVI). Subsequently, in bar 34, the voiceleading and harmonic
progressiontothedominantleadthemusictowardsbeat1,beforethemotionrelaxes






















correspond to my internalised, covert experience of goaldirected trajectories.Whilst





Foranother illustration, seeExamples 27and28:excerpts taken from practice
sessionfilmedwhen Ihadbeenconsideringinterpretativeideasfortheopeningsection.
Theseclips(beginningfromtheanacrusisattheendofbar6)bothrevealthatthenotes

















in 3/8. The Alla Francese marking is reinforced by the musical conformity to the
traditional formatof theFrenchOverturestyle.Fortheperformer,a matterof crucial
(andfrankly inescapable)consideration is thetransitionbetweenthesections. Indeed,
the secondtime bar itself inherently calls for interpretation.Marking the end of one
sectionaljourneyandthestartofanother,yetlackinganyexplicitindicationofametric
relationship, this particularbar requires theperformer tomakea varietyof temporal
decisions it isacapsuleof interpretativetemporalpossibility.Giventheperformers




interpretation of this transition. By subsequently drawing on my theoretical
understandingofimageschemata,itbecameclearthatmyembodiedexperienceofthe
cycleschemaaccountsforthismetricrelationship.Indeed,asnotedinChapters2and4
(specifically, Section 2.4.2.3 and Section 4.5.3), a defining characteristic of the cycle
schema is the expectation and desire for continuity and regularity. Establishing an
underlyingtempothroughoutthefirstsectionoftheFantasia,withacontinuousflow of








If, on the other hand, the original cycle endeavoured to endure a crotchet =
crotchetmodulation,forexample,thethreequaverbeatsinthe3/8sectionwouldbe
divided uncomfortably by the cycle, rendering a conflicting friction or dislocation
between the musical shapes (understood through knowledge of metre, hierarchy,
phrases,andsoon)andthecontourofthecycle,whichinherentlysuggestshierarchical
patternsandgoaldirectedpathways.Thisinterpretativepossibilityfeltsounnaturalto
me that I could not successfully achieve this particular metric modulation, despite
consideringthispossibility.Indeed,therewasastrongepistemicdisaccordbetweenthe
explicit theoretical knowledge in my reflective attention (a crotchet = crotchet






opposing segmentsof time to those indicated in themusic by, for example, the time
signature andbarlines. As a result of thenewpulse  a slower beat arising from the
crotchet = crotchetmodulation  the emphatic fluctuations of themusic cannot be
unitedwiththoseoftheoriginalcycleunlessthecycleisadaptedorreplaced.Acrotchet
= dotted crotchet correlation, however, which characterised my intuitive metric








liveliersection is far fromfulfilled.Asthequaverexpandsorslowsdownacrossthe
transition, from4 to3quaversperbeat, the temporalandcharacterfuleffectsof the
contrasting sections are somewhat reversed: the opening creates a greater sense of
movementandenergythanthesubsequentsection,suggestinga2/2 3/4ratherthan
a4/4 3/8transition.902 Theresultanttempoofmyintuitivecrotchet=dottedcrotchet
metricmodulation, however, not only reflects the temporal implications of the time
signaturesused,butisalsoideallysuitedbothtofulfilling thetypicallylivelycharacterof
thesecondsectionofaFrenchOvertureandtonegotiating thetechnicaldemandsofthe
acrobatically leaping semiquavers. It is, therefore, evident that my tacit, embodied




that performances which, intentionally or otherwise, boast such smooth and well
constructedtempo relationshipsbetweensectionsareveryoftenregardedaseffective.
Generally,theoverallexperienceisremarkablysatisfying.This is,ofcourse,supported
andelucidatedbythedetaileddiscussionofproportional tempo inChapter2 (Section
2.5).However,manylisteners,andindeedperformers,arenotexplicitlyorreflectively
awareof the intimatetemporelationshipsthatoccur.Theysimplyknowthat it feels
goodorfeelsright: anembodied,tacitfeeling.Mybasicunderstandingoftheunifying
qualityoftemporelationships knowledgeovertlydisclosedbythewordrelationship
itself, the defining essence of which is connectivity  provided an elementary and







tempi: it lies in a deeprooted embodied understanding of the cycle schema and a
concomitantinherentpredispositionforcyclicpatternstocontinue.Indeed,byfulfilling
thisdesireforperpetuation,ourembodiedexperienceissatisfying: thingsfeelgood,it





From these fundamentalprinciples, it isworthnotingtheaffectivepossibilities
thatsubtlemodificationcanafford.Bytakingaslightly slowertempothanthatimplied




lingers, yet it is understatedly adjusted, via subtle expansion or contraction, for
expressiveoraffectiveintent.Thecycle,on thecontrary,couldbecompletelybrokenat
asectionaltransition inotherwords,onecycleterminatesandanother,unrelatedcycle
























one higher note in the music so far. Just two beats later, however, a structurally
important,emphaticcadentialtrillhighlightsthethirdbeatasthesecondgoalofthebar.







embodiment of the cycle schema. This is apparent throughout the recordings of my




persist across the ensuing transition and into the second section. In this case, the
hierarchicalemphasisofeveryalternatebeat inbar13at theendof the first section
subsequentlymarks every alternate bar in the following section, thanks to the cyclic




preventthemonotonyandmotional restraint thatarises fromemphasisingevery bar.
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toguidemyself stepbystep through this sightreadingprocess,maintaininga regular
pulsewasessential.The needforastrong,unwaveringpulsewas,ofcourse,intensified
whennavigating the sectional transition, hence, at this stage, theuseof a beatsized
cycle, regularlymarking off small sections of time (each bar of the 3/8). Indeed, the





Over time, of course  as experience was gained, interpretative possibilities














than elementary specifics, the bigger picture is considered, additional aspects of










In any case, having followed the evolution of cyclic change that occurred
throughouttheprocessoflearningFantasiaNo.7,itcanbeestablishedthatatwobar
cycleultimatelyunderpinsmyfavouredinterpretationofthesecondsection.Recognition
of this cyclic dominance does not, however, solve all interpretative temporal








bar.Aswell as reflecting this potent decaying shape, thehierarchical framework also
correspondswith an implied harmonic progression inwhich the bassline demarcates
beats1and3intheoddnumberedbars,drivingthemotiontowardstheevennumbered




opposes thealternativepossibilityof goals fallingon theoddnumbered bars. In fact,
takingthesecondsectioninisolation,Ifindahierarchicalinterpretationthathighlights
thefirstmainbar(bar15)andeveryalternate barthereafterparticularlysuccessful.In







20as aperfect cadence (VI), aswell as the returnof the theme intobar23and the
somewhatunexpectedA#inbar28(animperfect cadenceinBminor),bars20,22and






harmony and punctuation, and supported by explicit knowledge of cadences and
thematic restatements, there is, therefore, a compelling argument for an emphatic
framework that highlights theoddnumberedbars of the second section.Despite the
inevitablechangeofharmonyinbar19,afundamentallyslowerharmonicprogressionof



















musical paragraph indentation, rather than amere full stop,whilstmaintaining an
effectivemetricmodulation that satisfies the inherent continuity of the felt cycle, as
showninFigure51 below.
Figure51.Bars1328:ParagraphIndentation
In this case, not only do the two sections enjoy amore explicit delineation, but the
continued cyclic pattern emphasises the firstmain bar of the phrase and every odd
numbered barthereafter,ratherthanontheevennumberedbars,aswouldtranspireif,
conversely,thenotationwasstrictlyobeyed.Basedonmyexperiencesofthispassage,I















temporal decisions. In this particular example, it plays a hugely influential role in
navigatingthesectionaltransition themetricmodulationandthetimetakenbetween
sections  and in shaping the ensuing phrases: the hierarchical framework and
corresponding goaldirected pathways, conveyed through note length and musical
motion.
This retrospective analysis, connectingmypractical, interpretative experiences
withtheoreticaldiscourseonthecycleandpathwayschemata,wasextremelyvaluable,




at other times, to oddnumbered bars. Different felt shapes dominated in different














exposition and showcasingTelemannsexpertise in creatingpolyphonic textures for a
soloinstrument,afourbarsubjectisfollowed firstlybyafourbaranswer(afourthlower)
and then by an extended subject restatement (one octave lower), both ofwhich are







Whilst this explicit analysis of thematic cycles could certainlybe reflected in a
performersinterpretation,inpractisingIfoundittobeatoddswithmypersonal,pre
reflectivefeltexperienceofthispassage.Heretherewasadisjunctionbetweentheory
and practice, between reflective thought and prereflective intuition, between the







is important to remember that analytic justification does not necessarily equate to
superior interpretation or supremeperformance. Asmusic theoristWilliamRothstein
remindsus,toperformtheanalysisisnottoperformthepiece.904
This viewpoint is indeed endorsed by a number of performers, composers,




Howell similarly emphasises that the listener should not be made directly aware of
analyticalthinkinginanyobviousway;906 themusicianshouldstepbackfromanalysis
andreturntointuitioninperformance.907 Likewise,JohnRinkcomparestheplottingof
analytical results directly onto performance to the reciting of a translation wordfor








reasonsbehind the surprising conflict between the cycles presented in Figure 52 and
thoseI felttacitly.Theembellishedfaçadethatobscuresthethematicrestatements is
significanthere.Disguisedamidstaseaofsemiquavers,thethematicidentityofbars19







As demonstrated in Figure 50, I tacitly experience the harmonic progression
acrossbars1718asVbI(thedominant chordinfirstinversion ratherthanrootposition).











authentic perfect cadence that I experience across bars 1920, begins to explain my
characterisation of bars 1520 as the first phrasal cycle of this section. After passing
throughthetonicforthefirsttimeinbar18,itisonlyonarrivalinDmajorinbar20that
the phrasal cycle feels complete. Indeed, thanks to our deeprooted and powerful
embodied experiences of perfect cadences in traditional Western harmony, which
characteriseendsofphrasessuchasto createafeelingofrepose,mytacitexperienceof
aperfect cadenceacrossbars1920 a resolute arrival on stable territory  strongly









Reinforcing the relationship between the explicit and the tacit, between the
reflective and the prereflective, this example illustrates the way in which explicit
knowledge inthiscase,explicit musicanalysis(particularlyofharmony) canhelpto
explainaperformersprereflective,tacitexperienceofamusicalpassage. Itis,ofcourse,
importanttoacknowledgethat,thankstotheinherentambiguityandflexiblepotential
of implied (ratherthanabsolute)harmonies, it iscertainlypossible foraperformerto
experiencedifferentharmonicprogressionstothoseIhavediscussed.Figure54 below,
















closing a sixbar phrasal cycle, despite my reflective recognition of its simultaneous
characterisationaspartofathematicfourbarcycle.Thereis,forme,adislocatedand
incongruouscoexistenceofexplicitthematiccyclesandfeltphrasalcycles.Inthisway,






the cyclic, fourbar, thematic restatements that Telemann camouflages with
910 Rothstein,AnalysisandtheActofPerformance,218219.
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semiquavers, are not discernibly highlighted by my intuitive, prereflective cyclic
interpretation. It is important to recognise these cyclic discrepancies (between
compositionalandfeltcycles), becausesuchdeliberationsareanintegralingredientof
musical practice, interpretation and expressive timing, whether or not they are
consideredintheseimageschematic terms.
Having identifiedmy tacit inclination towards a sixbar opening phrasal cycle,
specific interpretative considerations from my practice can be explored. Firstly, the
repeatedDsinbar20(ascanbeseenattheendofthefirstlineofFigure55 below)afford
theperformersubtleinterpretativeflexibilityintermsoftheprecise momentofphrasal







Despite the ambiguity regarding the exact moment of phrasal competition, the
fundamental sixbarinterpretationisindeedreinforcedbythethematicreturn from the







as the natural close of the preceding falling shape, my interpretation entrusts the
subsequentanacrusicroletotheF# alone(ascanbeheardinExample46).Inanycase,
theoverallsixbartrajectory,reflectingthatofbars1520,ispatent.
Sandwiched between these two sixbar shapes, however, bars 2122 are left







the close of the first phrasal cycle) alongside explicit, reflective recognition of the








schema. This explains my interpretative struggles: compositional ambiguities and
irregularcyclespreventaconsistencyofprofound tacit felt shapesonaphrasal level,
causingextensivedeliberationregardingmusicalshaping,directionandphrasing(matters
that are inextricably linked to timing). These practical issues are, therefore, better
understoodthankstomytheoretical knowledgeofthecycleschema,remindingusofthe
importanceandsynergisticvalueofcombiningtheoryandpractice.





















A fourbar + sixbar interpretation (as presented in Figure 59), superficially satisfying
cyclicregularity(4bars)andsubsequentexpansion(6bars),issimilarlyrejectedbythe




Similarargumentswould indeedchallengean interpretation thatgroups the stepwise
ascentintothreetwobarpairings,followedbyanextendedfourbarcycle(inwhichthe
musical direction changes in order to reach the perfect cadence), or of course a






this highly chromatic passage, there is no sense of phrasal arrival until this perfect
cadence inBminor is reached inbar46, as shown in Figure57. This veryabsenceof
conspicuoussubgoals,thecorrespondinglackofexplicit,compositionalornotational




voiceleading and the cycle schema (theory) enables a better understanding of
interpretative complexities (practice).Whilst this work evidently draws on traditional










larger units, phrases inspire not onlymusical direction, emphasis and therefore goal
directedmotion,butalsomusicalpunctuation(asnoted inChapter2,specifically,Section





veryconceptionofphrasal cycles, therefore,hasa significant impacton the temporal
trajectoryofthemusic:thecycleschemaandexpressivetimingareintimatelyentwined.
Temporal subtleties, such as slowing down at the end of a clause (phrasefinal




help the performer to identify the most suitable places to breathe  an inherently
temporalissue(giventhetimeittakestobreatheandtheinevitablecessationofsound),
closelylinkedtopunctuation.




therefore characterised as a punctuation mark, far more distinct than the possible
commasinbars20and22thatmarkofftheinterpretativelyambiguousbridgingpassage.
Bystretchingtimeinbar27,Ihighlighttheunexpectedchangeindirectionasthemusic
deviates from the original thematicmaterial in anticipation of the ensuing imperfect
cadence. On subsequent arrival on the A#, the questioning gesture left up in the air
demandsspace.Asifasking aquestionandawaitingareply,takingtimebetweentheA#











aforementioned discrepancy between compositional and felt cycles, the ambiguity of
phrasal cyclesand thecorrespondingly lessexplicitqualityof themusicalpunctuation
marks hidden amidst a continuous stream of semiquavers. After all, the expressive,
temporal execution of a string of understated commas is a matter of much greater
subtletythanthatofboldlydemarcating a fullstoporquestionmark.Withthisinmind,
if the sixbar phrasal journeys are indeed felt more prominently than the fourbar
thematiccycles,andifbars2122areconsequentlyexperiencedprimarilyasabridging









thesewayswill engender corresponding temporal nuances that inherently reflect the










cycleschema),each interpretativeoption isplausibleandwillbemusicallyeffective if
embodiedandfeltwithintheperformer.
Of course, whilst these two interpretations are particularly potent, other




while logic might suggest otherwise, I can confirm from experience that particular
temporalexpressivitiesareoftenbestexecutedwithoutthedisturbanceofabreath.It
may, therefore, be more effective for the performer to enjoy a subtle relaxation of
motioninbar19andamusicalcommainbar20butsavethephysicalbreathforbar22,





















unexpectedly extended by 4 bars, which reinforce the return to D major with a








Byunderstanding thephrasalexpansion that fuses the fourbar thematic restatement
(bars 5962)withafourbarextension(bars6366) knowledgeofthecycleschemain
practice thethematicmaterialisinterpreted primarilyaspartofalargereightbarshape
as opposed to its previous sixbar format (bars 1520 and 2328). (Of course, when
consideringthebroadercontextandincludingtheprecedingfourbarcycle(bars5558),
itcanbeconceivedaspartofanevenlongertwelvebartrajectory).Notonlydoesthis
reinforce thecyclicphrasal irregularityof this section,butmore importantly ithugely
influencesmyexpressivetimingdecisions.Thisservesasareminderofthedetermining














which provide different illustrations of the same passage,911 together reinforcing the
interrelationshipandentanglementofthepathway,cycleandbalanceschemata.













axisplotting the levelofmotionand tensionand thexaxis representingdistanceand
time,Figure67 similarlyillustratesthefourbarintensification,leadingtowardsthegoal
or peak where tension and release meet, followed by the counterbalancing fourbar
relaxation.
Figure67.Bars7582:BalanceSchema2









fourbar subcycles, furthermagnification reveals a 2+2+4 pattern that illustrates the

















schema, temporal nuances are experienced as an intrinsic feature of the felt shapes.
Fundamentally,ourembodiedknowledgeofthecycleschemaremindsusthat,inmusic












Despite the phrasal irregularity that pervades the second section of Fantasia No. 7,
occasionalnotableinstancesthatdefycyclicuncertaintycanbeseeninbars2936,bars




here reinforces conventional Baroque performance expectations and corresponding
rhetoricalprinciples, inwhich repetition, termed anaphora in rhetoricaldiscourse,912
demands variation. Quantz, for example, confirms that in repetition generally, the
alternationofPianoandFortedoesgoodservice,913 andthattherepetitionoftheidea
may be played somewhat more softly than the first statement.914 Despite these
instructions, however, it is important to remember the notable rarity of dynamic
markings in Baroque scores and the intrinsically restricted dynamic range of many




This rather selfexplanatory affiliation between dynamic and character is once
againhighlightedbyQuantz,whocommentsthatthealternationofthePianoandForte










dynamic marking and by the whatitfeelslike experience of the repetition, I pre
reflectively drewonmy knowledgeof expressive variety and affective contrast inmy
practice, intuitively characterising the repetitions in distinct ways. On occasions,






devices to engender characterful variation in bars 2936 and bars 6774, all ofwhich
manipulate time. Again, these devices (and the correlating knowledge) were
predominantly drawn on prereflectively, though at times, when deliberating and
exploringdifferentinterpretativeoptions,Ireflectivelyfocusedontheseissues.Thefirst











AsevidencedbyExample58,anothermeansby which Isometimesmodify the
repetition forexpressive contrast is,of course,ornamentation amatterofchanging
notationand,therefore,timing.Byconnectingsomeofthefallingthirdswithdecorative





of thirds that repeatedly undulate throughout these passages, there are numerous
possibilitiesconcerningthefrequencyanddistributionoftheadditionalpassingnotes
anotherinterpretativedecisionthatshapestimeandinfluencestheresultantcharacter.
This kind of variation by embellishment is once again supported by Quantz, who
encourages the performer to add or omit something the second time the ideas
appear.918 Henotes that,togetherwiththealternationofPianoandForte,theaddition
of ...smallandlargegraces,contributesimmenselytothemusicalcharacter,formsthe
musical light and shadow to be expressed by the performer, and is of the greatest
necessity.919 MyknowledgeofornamentationasacentralpartofBaroque performance
practice  a broad sphere of knowledge encompassing a range of more specific
interrelatedelements,embodiedovertimeviapracticeandexperience is,therefore,
also drawn on in my practice both reflectively (as I explicitly consider different
ornamental possibilities) and prereflectively (as I allow intuition to guide my
interpretation,drawingontheepistemicweblyinginmysubattention).
Thefinal notablemeansbywhichIengenderexpressivevarietyinthesepassages
ishierarchicalemphasis, inextricably linkedtogoaldirectedmotion variationsofthe
pathway schema, each of which is uniquely and temporally nuanced. As a fourbar
phrase,createdbynestedcyclesofrepetitiveundulations,thereareanumberofpossible






When prereflectively experienced or reflectively considered as one fourbar
cycle,themotiontravelstothethirdmainbarofthephrase themidpointoftheshape.
Specifically,as indicated inFigure71 belowandevidencedbyExample59, themotion



























trigger that reinforces my prereflective desire to contrast repetitions of the same
material atacitinclinationthathas,ofcourse,developedovertime,asknowledgeof


















inorder to showvisuallydifferentbut intrinsicallyequivalent illustrationsof thecycle




Figure76 and77 ontheotherhand,reflectgreatercompositionaldetails motivic
cyclesandcyclicexpansion.
Figure76.Bars4750:PathwaySchema3















5154 is another means of generating expressive variety by way of microtemporal
nuances. These interpretative variations are indeed entwined with embodied and
theoretical knowledge of image schemata, which, in turn is inextricably linked with
explicit and embodied musical knowledge of phrasing, motific sequences and voice
leading.















Thesephrasal andmotific delineations are basedon explicit, reflective recognition of
anacruses.Whenexperimentingwiththisknowledgeinpractice,however,Iexperienced
a strongconflictbetween thisanalytically justified interpretationandmy felt shapes




is far stronger than that of upbeats, my tacit knowledge of felt shapes therefore



















ideal interpretation. Rather, it articulates some of the fundamental experiences and









performancepractice, thanks to the relativelyunderdeterminednotation, the stylistic
conventions of temporal manipulation, the significance of rhetorical and affective
communication, and the insistence on taste. Despite this, the phenomenology of
temporalexpressivityintheperformanceofthisrepertoirehasreceivedlittlescholarly
attention.Itisthisgapthatthisthesisendeavourstoaddress.
Entwining theoretical and practical perspectives,my research interrogates the
phenomenologicalunderpinningsofexpressivetimingdecisions intheperformanceof
Baroquemusic. Indeed, it is theexperiential process, rather thanmerely the tangible
product itself, that is of interest in this study. As such, the relevance ofmy research
extendspastBaroque repertoire toperformance studiesmoregenerally.Byexploring
aspects of consciousness, and in particular the different attentional states musicians
enter during performance, the relationship between temporal expressivity, intuition,





knowledge called into question and the different epistemic modes that influence
temporal expressivity explored. In particular, by drawing on theories of mimetic
participationandimageschemata,embodiedexperienceishighlightedasacrucialform
oftacitknowing.This,inturn,givesrisetoseeminglyintuitivefeelingsofmusicalshapes.
These shapes are primarily experienced as goaldirected journeys, cycles or arcs of
motion, inherentlycharacterisedbyauniquetemporal trajectory that thanks to the
intimateentanglementofactionperceptionloops atoncestimulatesandisstimulated







byaddingaspecificperformativeandtemporal focus, throughmyexaminationof the
relationshipbetweenperformersembodiedknowledgeandmicrotemporaldecisions.








methods of musical understanding interact intimately with experience and hence












case study serves a metapurpose in its attempt to elucidate the more complex
phenomenologicalprocesses that remainundeveloped in reflections typicalofamere
practicediary.Furthermore,whilstthiscasestudycouldbecriticisedassolipsistic,itis











and performance. Whilst traditional explorations of this relationship examine the
somewhatlinearandcausalapplicationofanalysistoperformance(forexampleinthe
work ofNicholas Cook, JohnRink and TimHowell),923 themore recent emergenceof





heavily conditioned by my knowledge of traditional musical analysis. This not only
highlightstheentwinementofthetwoapproaches,butitmoresignificantlyemphasises
the influential, malleable and interactive qualities of knowledge. The epistemic and

























analyses on embodied theories of image schemata, these theories are applied in a
somewhat detachedmanner, analysingmusical shapes from a theoretical, cognition
basedperspective,ratherthanfromanexperientialandembodied,insideperspective.
Aswell as contributing to literature on the relationship between analysis and
performance, this thesis offers a methodology that highlights not only the role
performance can have in musical scholarship, but more significantly, the value of
methodological synergy  of entwining theory and practice. Indeed, it is through this
interdisciplinaryentanglementofdoingandthinkingthatmyworkprobesthoseelements
of performance that are at once routine and customary, yet magical and enigmatic,
ultimatelypavingthewaytowardsamoreholisticunderstandingofthephenomenology





themethodology itself, rather than in the specificities of content. Indeed, this is not





epistemic interaction in ensemble settings, or qualitative studies that examine other
performers, observing them through the process of learning a piece and forming an
interpretation,andconductinginterviewstorecordhowtheydescribetheirexperiences.
Thiswouldallowexaminationofthesimilaritiesanddifferencesinindividualexperiences.
Afterall, ElisabethLeGuin (whoadoptsa similarperformersperspective inher book
Boccherinis Body) does indeed mention issues relating to motion, tension, repose,





Of course, the limits of the application of my methodology must also be
considered. In the very broad sense that all practice is based on the interaction of
differentepistemicforms,mymethodologyiswidelyrelevant:theinteractiveprocessis
the same; the epistemic content different. My methodology is, however, culturally
entangled.ItundoubtedlyhasmostvalueinrelationtoWesternpractice.Indeed,many
of the processes this thesis interrogates (such as epistemic embodiment and
interpretationformation)areinherentlynuancedbyculture.Theverywayinwhichmusic






and, therefore, the making of expressive decisions. Whilst there may, of course, be
certain crosscultural similarities between certain types of knowledge (in particular
embodied knowledge related to physiological experience, such as heartbeat and




manner inwhich physiological experiences interactwith both explicit knowledge and
culturally idiosyncratic routines and rituals will, for example, determine the specific
imageschematicpropertiesoftheembodiedknowledgethatcomesintoplay.
Having established the culturally situated quality of my methodology, it is
importanttoconsideritshistoricalstatusbyaddressingtheextenttowhichitisrelevant
tootherrepertoiresoftheWesterntradition.Icontendthatthismethodologycouldbe
widely applied to Western music, thanks to the similarities of the underlying
interpretativeprocess.Indeed,whilsttheepistemiccontentis,ofcourse,specifictothe





primary sources; the same musicoanalytical devices would be exploited; and the
balance,cycleandpathwayschematacouldremainasprominentconsiderations,given





fromBaroqueparticulars, the fundamental formsofknowledgeand their interactions
would persist. After all, Western classical music appears to embody similar image
schematicproperties.NotonlyrepertoireoftheClassicalandRomanticperiodsbutalso
muchcontemporarymusiccontinuestorevolvearoundwavesof tensionandrelease,





specific explicit musical knowledge as well as idiosyncratic understandings of
interpretation, expression, subjectivity and intuition (particularly in relation to the
potentially more ambiguous composerperformer divide). In any case, it would be
intriguingtoexaminewhethersimilarshapesorimageschemataareexperiencedhere.
Arecertainschematamoreprominentthanothers inmusicfromparticularperiodsor
genres? Is therea relationshipbetweenmusicalperiodorgenreand imageschematic
salience?Theseare,indeed,compellingavenuesforfurtherresearch.
Overall, by synthesising a variety of theoretical perspectives with critical
reflections on practice, my research begins to pave a way towards a holistic,
phenomenological understanding of interpretative temporal expressivity in the
performance of Baroque flutemusic. Contributing primarily to the field of embodied
music cognition and to scholarship exploring the relationship between analysis and
performance, this thesisopensanumberofavenues for furtherresearchandoffersa



















The following table documents the written recording and categorisation of my temporal
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